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PERSONAL I T Y  CORRELATES OF MUS I CAL TALENT 
Wa l ter W. Tuns ta l l  
V i rg i n i a  Commonwea l th Un i vers i ty ,  1 980 
Maj or Di rector: Dr . John  M .  Mahoney 
v 
Exi s t i ng comme nta ry and research on the na ture of mus i ca l  ta l ent  was re­
vi ewed and found l ac k i ng i n  concepti on , pri mar i l y  because previ ous re­
searchers had fai l ed to i denti fy the un i que creati ve e l ement a mus i c i an 
contri b utes to a mus i ca l  perfo rmance . The persona l i ty s tructures of 60 
s ubj ects , 32 ma l es and 28 fema l es ,  were ana lyzed vi a the 16P F .  A 
Pearson Product Moment Corre l ati on , an ANOVA , and a second order factor 
ana l ys i s  were used to asses s  the rel ati onsh i p  between persona l i ty and 
mus i ca l  ta l en t  for 1 )  persons w i th l i tt l e  or no mus i ca l  ab i l i ty ,  2 )  
h i gh l y  tal ented un i vers i ty mus i c  maj ors , and 3 )  profess i ona l  performi ng 
mus i c i ans . S i gn i f i cant  re l a t i ons h i ps were found for ta l ent and perse­
vera nce , age , s e l f- s uff i c i ency ,  di c i pl i ne ,  and creati vi ty .  Non- s i g n i f i ­
cant l i near trends were found for n i ne other persona l i ty d i mens i ons . 
Persona l i ty profi l es were constructed for the th ree groups . 
INTRODUCTION 
Throughout recorded h i story , deference has been shown to those i ndi vi dua l s  who, 
for want of a better term , may be rough ly  categori zed as arti sts. Th i s  wi l l  
not stri ke any of us as remarkabl e ,  si nce each of us has probably fe l t  a si m­
i l ar  deference for the arti st . Referants such as " d i vi ne , "  " travel i ng to the 
beat of a di fferent drum , "  and " gen i us" suggest the w i despread recogn i t i on of 
the d i fferent and spec i a l  abi l i ty possessed by the arti st .  H i story and con­
temporary l i fe a bound w i th accounts of the extraord i na ry l i ves and accompl i sh­
ments of arti sts .  The q uest i on natura l l y  a ri ses,  then , how i s  the art i st di f­
feren t from the non- art i st? 
An obvi ous answe r to th i s  q uest i on i s  that the arti st possesses ta l ent , where­
as the non-art i st does not . Th i s  answer , howeve r ,  i s  l ess than sat i sfy i ng 
si nce i t  provi des no spec i fi c  account of " ta l ent . "  I t  abandons the ma tter at  
a l eve l of genera l i ty t hat  provi des no  mean i ngful i nsi ght  i n to t he  nature of 
the di fferences between the art i st and non-art i st .  What i s  to be preferred 
i s  a di screte speci fi cat i on of the components summari ly  referred to as tal ­
ent , or  i n  l i eu of tha t ,  spec i fi c  corre l ates of  ta l en t .  The present study 
addresses i tse l f  to that end . 
The present study wi l l  restri ct the scope of i ts i nqui ry so that a more de­
ta i l ed vi ew of one k i nd of arti st i c endeavor  may be had . Rather than attempt 
to show how a l l arti sts d i ffer from non- arti sts,  the present study w i l l  l ook  
at  one  subgroup of arti sts - the  performi ng musi c i a n .  To rephrase the ori ­
g i nal  q uest i on , then , th i s  study w i l l  i nvesti gate how musi ca l ly tal ented 
peopl e d i ffer from those who a re not . 
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APT ITUDE AND TALENT 
Each of us has probabl y  heard a musi cal  performa nce of one of our favori te 
pi eces wh i ch was more or l ess sat i sfy i ng .  I t  j ust sounded good or bad .  I f  
one took the t i me to refl ect upon why one performance " sounded better" than 
another ,  he or she probably concl uded that the d i ffe rence was due to the musi -
cal  abi l i ty or ta l ent  of the performer .  
Recent opi n i ons rega rdi ng the  nature of musi cal  ta l en t ,  abi l i ty ,  and  a pti tude 
are by no means unan imous.  
I I 
Revesz ( 1954 ) contends that a sharp d i st i n ct i on 
must be ma i ntai ned between musi cal  a pt i tude and musi ca l  ta l ent . By a pt i tude , 
he means the i nborn capac i ty of a person that enabl es h i m  or her to rea l i ze 
and deve l op certa i n  general and spec i fi c  types of behavi or , properti es,  and 
capac i t i es ;  by ta l ent , Rev�sz mea ns  capac i ti es fa r above the a verage i n  a 
spec i a l  fi e l d  of h uman acti vi ty .  " I f  we speak of musi ca l , sc i ent i fi c ,  techn i -
ca l  apt i tude , o r  o f  a spec i a l  d i sposi t i on for fore i gn l anguages, mathemati cs,  
etc . , we  mean by th i s the nati re l a tent endowment  - in  other  words,  the  fi t-
ness to g i ve concrete and effect i ve expressi on through mot i vat i on and i nte l -
l ectual  g rowth and devel opmen t  to certa i n  va l uabl e properti es and capaci ti es. " 
( 1954 , p. 1 4 1 )  
Apt i tude , accord i ng t o  Revesz , refers to natura l propensi ty , a potenti a l  abi l -
i ty by wh i ch speci f i c properties,  capaci ti es, and product i ve powers may be 
rea l i zed through i n teract i on w i th  envi ronmenta l  factors and  tra i n i ng .  " I t i s  
we l l  known that other factors, such as envi ronment  and heredi ty ,  menta l  equ i p-
ment ,  w i l l  power ,  mora l i ty - i n  a word , the tota l  persona l i ty - a l so pl ay an 
i mportant rol e  i n  musi c a bi l i ty .  The g reatest apti tude i s  not suff i c i ent  i n  
i tse l f  i f  goal , pl a n ,  determ i nat i on , passi on , and study are not cal l ed i nto 
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pl ay at  the r i g ht  moment  and i n  the ri ght way . I f  one can achi eve a harmon i ous 
combi nat i on of ' spi ri tua l , '  ' i nnate , ' and 'mater i a l  envi ronmenta l ' c i rcumsta n-
ces,  even a medi ocre musi ca l capac i ty i s  capabl e  of outstandi ng accompl i sh­
ments. " ( Revesz , 1 954 , p .  1 4 1 - 1 42 )  
I I 
Apti tudes, i n  Revesz ' s  vi ew , are l abi l e ,  d i ffuse , and undef i ned . They are not 
sharpl y d i fferent i ated . Apt i tudes man i fest themselves,  for the most pa rt , i n  
the form and d i rec t i on of i nterest , and i n  a marked educabi l i ty and a re l a-
t i ve ly  rapi d progress i n  the fi e l d  i nd i cated by the a pt i tude . I n  other words, 
the apti tude i nd i cates fi tness of perfo rmance . 
A term command i ng consi derabl e attent ion  i n  the l i terature on the nature of 
musi cal  ta l en t  i s  musi cal i ty .  Schoen ( 1949 ) l i ke n umerous promi nent wri ters 
on the a rea , make a d i st i nct ion  between musi ca l i ty and musi cal  ta l en t .  The 
l atte r ,  he contends, refers to a capaci ty for musi cal  performance , and the 
former to a capaci ty for musi ca l  recept i on .  One may be very musi ca l , havi ng 
consi derabl e sensi t i vi ty toward , fee l i ng for ,  and appreci at i on of musi c wi th-
out a performi ng abi l i ty ;  th i s i s  musi ca l i ty .  Another may perfo rm i n  a fash-
i on that i s  techn i ca l l y supe r i o r ,  and may have ta l ent  bu t not musi ca l i ty .  For 
genu i ne musi ca l  arti stry , one shou l d i dea l l y  possess both ta l ent  and musi ca l -
i ty .  
Psycho l og i sts i nterested i n  th i s  fi e l d  do not ma ke a d i st i nct ion  between 
these terms, howeve r .  When Seashore ( 19 38 )  refers to musi ca l  ta l ent , he i n­
c l udes musi ca l i ty .  Capac i ty for both Sea shore and  Schoen refers to i nborn 
musi cal  ta l en t .  For psycho l og i sts ,  then , musi c capac i ty refers to a some-
th i ng w i th wh i ch one i s  born that enabl es one to devel op fi ne musi c i ansh i p. 
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I n  1 9 1 9 , Seashore wrote: "Modern psychol ogy d i s t i ngu i shes between capaci ty 
and abi l i ty .  The term ' capaci ty '  has  reference to the i nborn or nati ve power ; 
the term ' abi l i ty '  i s  used to des i gnate acqu i red s k i l l  i n  the use of a capaci ty, 
for exampl e for memory, but we deve l op va ri ous k i nds and deg rees of abi l i ty i n  
the use o f  th i s  capac i ty . "  ( 19 19 ,  p .  1 4- 1 5 )  
As s ugges ted, there i s  no general consensus rega rdi ng the termi no l ogy used to 
d i scuss  mus i ca l  ta l en t .  The  d i fferences i n  mean i ng for the term ability, as 
used by R�v�s z  ( 1954 ) and Schoen ( 1 940 ) , i s  a case i n  po i nt ;  for R�v�s z ,  abi l ­
i ty i s  i nnate ; for Schoen, i t  i s  acqui red . 
THE ELEMENTAL V I EWPO I NT OR THEORY OF  SPEC I F I C S  
Accord i ng t o  Seashore ( 19 38 )  mus i ca l  tal ent cons i s ts of a number of separate 
capac i t i es wh i ch are fa i rl y  i ndependent of one anothe r .  Ex i s t i ng work on the 
properti es  of the sound wave provi ded a s tarti ng po i nt for h i s  own theori z i ng .  
I n  1 9 1 9  he wrote: "Mus i ca l  ta l ent  i s  not a s i ng l e  ta l ent, i t  i s  a h i erarchy 
of ta l ents,  many of wh i ch are enti re l y  i ndependent of one anothe r .  Therefore, 
a des cri pt i on of a mus i ca l  mi nd reduces i tse l f  to the pi ctur i ng of the re l a ­
t i ve promi nence or l a tency of each mus i ca l  ta l en t .  The  ta l ents natura l l y  
group themse l ves so  that w e  have t h e  tonal  g roup, t h e  rhythmi c group, the mo­
tor group, the i ntel l ectua l g roup, and others . "  ( 19 19 ,  p.  6 )  
I n  the tona l  g roup there i s  pi tch,  defi ned by the freq uency o f  the sound 
waves;  l oudness defi ned by the ampl i tude of the wave; t i me defi ned by the 
durati on of the wave ;  and t imbre defi ned by the q ua l i ty of  the wave . Thus ,  
there i s  a perfect psychophys i ca l  pa ra l l e l i sm - each functi on of the  mi nd has  
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a physi ca l  counte rpa rt .  
S i nce the  va ri ous e l ements or ta l ents of p i tch , l oudness, t i mbre , t i me ,  etc . , 
are i ndependent of each other,  one may possess any of a l l to a h i gh or l ow de­
gree . Work i ng from the hypothesi s tha t an i nd i vi d ua l who can di scr imi nate 
sma l l  d i fferences i n  these q ua l i ti es wou l d  a l so be a superi or  musi c i an ,  
Seashore devi sed a set of tests to measure i nd i vi d ua l d i fferences. "On the 
basi s of our experi men ts i n  mea suri ng the sensory capac i ti es we fi nd that the 
basi c capac i t i es ,  the sense of p i tch , the sense of t i me ,  the sense of l oud­
ness, and the sense of t i mbre are e l ementa l , by wh i ch we mean that they are 
l a rge l y  i nborn and functi on from early ch i l dhood . After a comparat i ve ly  
ea r ly  age , they do  not va ry w i th age  except when l i mi ted by the  ch i l d ' s  ab i l ­
i ty to understa nd and app ly  h i mse l f  to the task . . .  " ( Seashore , 1 9 19 , p .  3 )  
I n  Seashore ' s  vi ew , the presence o f  a t  l east m i n i ma l  sensory capaci t i es are 
fundamental  to musi ca l  ta l en t .  Musi ca l  i magery ,  i mag i nati on , and memory are 
a l so i mportant  components.  In contrast to the i nnate sensory powers, musi ca l  
i magery ,  i t  a ppears, can  be deve l oped w i th tra i n i ng .  A good  memory , a l though 
a g rea t asse t ,  i s  not an  essent i a l  condi t i on for musi ca l ta l en t .  Seashore 
i nc l udes musi ca l feel i ng and performance i n  h i s  component i a l  ana lysi s .  Feel i ng 
i nc l udes not on ly  the aestheti c exper i ence but  a l so a " creat i ve fee l i ng "  as  
i t  exi sts,  for  examp l e ,  i n  the compose r .  Th i s  structura l i st vi ewpo i nt  requ i res 
that the expressi on of fee l i ng comes through the sensory med i a .  Musi ca l  per­
formance i s  therefore l i m i ted by certa i n  i nherent and i nheri ted motor capaci ­
t i es. Musi ca l  performance i s  constra i ned by the l im i ta t i on s  of  sensory capa­
c i ty .  For examp l e ,  one l ow i n  rhythm d i scrimi nat i on w i l l ,  of necessi ty , be 
l ow i n  rhythm performance . Seashore read i ly a dmi ts that  h i s  i s  an  a tomi st i c  
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vi ewpoi nt. He bel i eves , however ,  that i t  prov i des a bas i s  for c l as s i fi cation 
and ma kes pos s i b l e  an ana lys i s  and eva l uati on of mus i ca l  ta l ent.  
A v i ew that has  a great dea l in  common wi th Seas hore ' s ,  and i ndeed may be 
sa i d  to be a vari ati on of the theory of s peci fi cs , i s  he l d by Schoen ( 1940 ) .  
He agrees that  mus i ca l  ta l ent i s  made up o f  a n umber o f  capac i ti es , but di f­
fers from Seashore rega rdi ng what the capa c i ti es are ,  and wh i ch are most  i m­
portant.  "Mus i ca l  ta l ent.  . .  cons i sts of s cores of i nd i v i dual , e l ementa l , s pe­
c i f i c  capac i ti es each contri buti ng i ts s ha re to the ma k i ng of the a rti s t. 
These s pec i fi c  ta l en ts may be s umma ri zed under four heads , v i z . , mus i ca l  feel­
i ng ,  mus i ca l  understandi ng , mus i ca l  sens i ti vi ty ,  and mus i ca l  v i rtuos i ty form­
i ng the a ffecti ve , the i nte l l ectua l , the sensory ,  and the motor bas i s  for mus i ­
ca l  arti s try . . .  " ( 1940,  p .  162 ) 
Accordi ng to Schoen ( 1940 ) , an  i n ventory of mus i ca l  ta l ent i s  pos s i b l e  wi thin 
these four areas . Ta l en t  factors i nc l ude audi tory sens i ti vi ty ( the same as  
Seas hore ' s  sensory capac i ti es : pi tch , l oudness , ti mbre , ti me ) , mus i ca l  fee l ­
i ng and understand i ng ( these i nc l ude abs o l ute pi tch , tonal  memory , tona l  and 
harmon i c  sequence , consonance and rhyth;n ) , and mus i ca l  v i rtuos i ty ( i n heri ted 
motor capac i ti es ) . 
Among the s econdary factors contr i b uti ng to ta l ent,  Schoen i nc l udes i ntel l i ­
gence , mus i ca l  memory , w i l l  power  ( pers i stence i n  mus i c ) , s e l f- confi dence , 
and temperament. By temperamen t  he i denti fies an  acute sens i ti v i ty to th i ngs  
that  are beauti ful  and the need for a medi um of emoti ona l express i on .  
Wh i l e  both theor i es recogn i ze the i mportance of sensory capac i ti es ,  Seashore 
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pl aces a greater i mporta nce on them . Schoen empha s i zes the affecti ve and i n ­
tel l ectua l s i de of the mus i ca l  mi nd . Both theori sts fol l ow an  e l ementa l analy­
s i s  of va r i ous i ndependent capac i t i es , and both a re enti rely dua l i s t i c .  
An a l ternat i ve ,  and more recent vi ew of mus i ca l  ta l ent , has  been provi ded by 
L unden who s ta tes : " Let us abandon th i s  type of reference to i nheri ted psych i c 
powers of the m i nd and l i mi t oursel ves by defi n i ng capaci ty a s  the l i mi t i ng i n­
fl uence of b i ol og i ca l  s tructures . For the modern psycho l og i s t ,  capaci ty for 
mus i ca l  pe rformance i s  pos s i b l e .  T h i s capaci ty i nc l udes , among other th i ngs , 
a s ound nervous sys tem , two hands , norma l hear i ng s tructures , and other s truc­
tures necessary for mus i ca l  behavi or . " ( 1967 , p .  2 1 7 ) 
Capac i ty ,  then , i s  a b i o l og i ca l  potent i a l  servi ng as a framework wi th i n  wh i ch 
we devel op mus i ca l  act i ons . By capaci ty i s  meant  b i o l og i ca l  capaci ty ,  not i n­
born behavi or  pa tterns or powe rs of the mi n d .  Abi l i ty ,  on the other hand , re­
fers to acqui red s k i l l . Mus i ca l  ab i l i t i es refer to s uch s k i l l s  as  the ab i l i ty 
to d i scri mi nate d i fferen t pi tches , i n tens i ti es ,  and  i nterva l s ,  or the ab i l i ty 
to harmon i ze mel od i es , s i ng at s i g h t ,  or  perform on an  i ns trument .  These a ­
b i l i t i es ,  ma i n ta i ns L unden , are l earned to va ri ous degrees o f  profi c i ency .  
L unden ( 1967 ) defi nes tal ents i n  mus i c  a s  be i ng dependent o n  one anothe r .  
The  ta l ents a re capab l e of  be i ng tra i ned t o  va ri ous degrees of profi c i ency 
provi d i ng one has  sound b i o l og i ca l  eq u i pmen t .  He recog n i zes that i nd i vi dual  
d i fferences ex i s t  and that not a l l peopl e w i th s i mi l a r tra i n i ng ach i eve the 
same degree of profi ci ency i n  mus i ca l  tasks . The  pri nc i pl e  of i nd i vi dua l 
d i fferences operates i n  mus i ca l  behavi o r  a s  i n  other k i nds of res ponses . 
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A BEHAV I ORAL V I EW 
The behavi ori s t  vi ew of mus i ca l  ta l ent attempts to get a s  c l ose to the " facts"  
a s  pos s i bl e .  Mus i ca l  abi l i ty i s  not rega rded a s  a s i ng l e  tra i t  pos sessed i n  
va ri ous degrees by i nd i vi dua l s .  I t  con s i s ts , rathe r ,  of a number of acqui red 
i n ter- re l a ted behavi ors , bu i l t  up through a process of i nterac t i on of i nd i ­
vi dua l orga n i sms wi th mus i ca l  s t i mu l i throughout thei r l i fe h i s tory .  Thus,  
an  i ndi vi d ual  i n teracts w i th va ri ous s t i mu l i and acqui res res ponses to  them. 
In th i s  context , the term "mus i ca l  mi nd"  i s  usel ess  because the obj ect of i n­
qu i ry i s  the actual  response a person ma kes , not some psych i c  capaci ty s tored 
away i n  one ' s  head or i n  one ' s  nervo us sys tem . 
OMNI BUS THEORY 
Murse l l ( 1 9 37 )  proposes a theory of mus i ca l  ta l ent s tri k i ng ly  di fferent from 
other wri ters . He ma i n ta i ns that mus i ca l  ta l ent depends upon percepti on of 
the dynami c re l atednes s of tone . He does not be l i eve i n  i ns t i nct , facu l ty ,  
or s pec i a l  abi l i ty .  Mus i ca l i ty i s  a combi nat i on of menta l proces ses of wh i ch 
there a re three bas i c  ones : 1 )  affecti ve respons i venes s to tone and rhythmi c 
patterns , 2 )  perceptua l awareness  of tona l  re l a t i ons h i ps ,  and 3 )  percep­
tua l awarenes s of rhythmi c  groupi ngs . One i nd i vi dua l may be more res pons i ve ,  
or capabl e o f  percei vi ng much more ref i ned rel at i ons h i ps than anothe r .  Ac� 
cord i ng to Mursel l ,  mus i ca l i ty does not depend d i rect ly  on sensory abi l i ty ,  
as Seas hore and Schoen s ugges t .  I n s tead , psychol ogi cal capac i ti es ,  upon wh i ch 
mus i cal behavi or depends , are found i n  var i ous degrees i n  w i de l y  d i fferi ng 
combi nat i ons . The most fundamental of  these, as serts Murse l l ,  i s  a genera l 
emoti onal res pons i veness to tone that  can man i fest  i tse l f wi thout any c l ea r  
apprehens i on of t h e  s tructura l e l ements . Th i s  emoti onal res pons i veness i n-
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vo l ves no d i s cr i mi na t i on or se l ecti ve awareness of mus i c  a s  a pattern where 
expres s i ve s i gn i fi cance depends upon i ts organ i zati on . A undi fferent i a ted 
res ponse to tona l conten t ,  contends Mursel l ,  i s  probably never found wi thout 
some awa renes s of the s tructural and rel ati ona l factors . 
THE NATURE OF TALENT 
I I 
Reves z ( 19 5 4 )  po i nts  out  that no one i s ,  or ever has  been capa bl e  of excep-
t i onal  accompl i s hments i n  severa l unrel ated fi e l ds . Ta l ents that have a-
ch i eved great s ucces s  i n  d i fferent a reas have se l dom ev i nced producti ve powers 
i n  more than two d i recti ons . Among s uch cases i s  Leonardo da V i nc i  whose 
gen i us ma n i fes ted i tse l f i n  two a reas : pa i nt i ng and tech n i q u e .  Otherwi s e ,  
ta l en t  a ppea rs t o  be a q ues t i on o f  doma i ns that are i nt i mately  assoc i ated wi th 
one another .  M i che l angel o ,  who was a pa i nter , s c u l ptor ,  and arch i tec t ,  re-
ma i ned i n  the rea l m  of representa t i onal  art . Decartes and Lei bn i tz ,  who made 
i mmorta l names for themse l ves as ph i l os ophers and mathemat i c i ans , d i d  not go 
beyond the bo undari es  of the abs tract  s c i ences . 
Accord i ng l y , ma i nta i ns Reves z ,  wi th i n  each of the pri ma ry doma i ns of s c i ence 
and art  there i s  one homogenous ta l ent  that covers the enti re f i e l d .  Al though 
th i s v i ewpo i n t  i s  a t  var i ance wi th the preva l ent con v i c t i on that creat i ve work 
i n  the essenti a l ly i ndependent prov i nces of s c i ence and art  i s  l i n ked wi th 
s pec i a l ta l ents , the confl i ct of  v i ewpo i nts can  be e l i m i nated by drawi ng a 
d i s t i nct ion  between type and d i recti on of ta l en t .  
By type o f  tal en t  i s  meant  a n  i ntegra l homogenous capaci ty i n  a d i s t i nct  ac­
t i v i ty .  I n  the course o f  the i nd i v i d ua l 's l i fe ,  s uch a preformed s pec i a l  
ta l ent can , a s  a res u l t o f  i nner a n d  outer factors , take d i fferent d i recti ons  
10 
characteri zed by an  i ncreased i nterest  for a s pec i a l  fi el d .  Th i s  i nterest 
l ends , i n  turn , a s pec i a l  s tructure to the ori g i na l  homogenous ta l ent  whi ch 
can eas i ly g i ve the i mpres s i on of  a pa rt i c u l ar  type of ta l en t .  
T h e  orga n i c  tota l i ty of the creat i ve tal ent mani fes ts i tsel f i n  a l l depart­
ments of h uman acti vi ty ,  R�v�s z  contends . Th i s  i s  pa rt i cu l ar ly  evi dent i n  
the rea l m  of mus i c .  W i th very few excepti ons , the g rea t composers wrote i n  
nea rly a l l  genres . Hen ry Purcel l ,  the l ead i ng exponent of Eng l i s h opera , com­
posed not on ly  an opera and a l a rge number of s tage works that were s ty l ed 
operas , but  a l so church mus i c ,  ari a s , and i nc i den tal  mus i c  for pl ays , songs , 
chamber mus i c ,  works for so l o i ns truments , etc . Mozart ' s  compos i t i ons  i nc l uded 
church mus i c ,  symphon ie s , operas , choral  works , L i eder ,  chamber mus i c ,  concer­
tos , and compos i ti ons for pi a n o ,  vi o l i n ,  and fl ute . Beethoven wrote church 
mus i c ,  chora l works , symphon i es , chamber mus i c ,  mus i c  for so l o i ns trumen ts , 
an  opera , and ba l l et mus i c .  Debussy composed chamber mus i c ,  chora l  and or­
chestra l  works , and mus i c  for the pi ano and the vo i ce .  The s ame i s  true of 
Bartok , Rave l , Stravi n s ky ,  R i chard Straus s , and n umerous others . ( Reves z ,  
1954 ) 
I n  vi ew of these con s i derat i ons , there s eems l i tt l e  g round for a s s umi ng s pe­
c i a l  ta l ents for the pri nci pa l  branches of mus i c .  Everythi ng seems to po i nt 
to the fac t  that one- s i dednes s ,  the l i m i ta t i ons of creat i ve ab i l i ty to a 
s pec i a l  genre or f i e l d ,  i s  due to d i rect i on of  i nteres t ,  to s pec i a l  tra i n i ng ,  
to the i ntel l i gence of a n  i ns pi ri ng persona l i ty ,  to the s pec i fi ci ty o f  phys i ­
ca l  envi ronment ,  to the genera l i ntel l ectual  background and  the fundamenta l 
d i s pos i ti on of the person i n  quest i on .  I n  t h e  product i ve mus i c i a n ,  s pec i a l ­
i z i ng i n  a pa rti cu l ar  act i v i ty i s  l arge ly  due t o  one ' s  d i s pos i t i on or  to 
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one ' s  attitude towards work and l i fe .  The i nd i vi dua l ' s  fundamental " temper-
I I amen t , "  to use Revesz ' s  ( 1954 ) term , can be ly rical  ( subj ective sensi ti ve )  or 
epic- drama tic ( a ct i ve emoti ona l ) .  These fundamental moods and sensitivities re ­
vea l themse l ves in the a rti sti c performa nces i n  a l l provinces of art . I t  be­
comes easy to understa n d ,  therefore , how i t  is possi b l e  to speak with equa l 
j usti fication of lyr i cal  poetry and lyr i cal  music , of dramati c l i tera ture and 
dramat i c musi c .  
VAR IANTS OF MUS I CAL TALENT 
It has been suggested ( Revesz , 1954) , that musical  ta l en t  may be d i fferentiated 
into two types:  creat i ve and reproducti ve- interpreta t i ve .  The l atter may be 
subdivided in to instrumental  vi rtuoso ta l en t  and ta l ent  for conducting . Al -
though both the creat i ve and the reproducti ve- interpreta t i ve ta l ents are 
sometimes found in one person , they stil l represent  two h i g h l y  i ndependent 
and a l together distinct  types of ta l en t .  This is evidenced by the fact that 
the two do not  usua l l y go together . Few of the g reat vio l i nists,  organists,  
pian i sts,  and conductors were distinguished composers.  E ven though they of-
ten engaged in creative work , they neverthel ess very ra re ly  succeeded in pro-
ducing works of h i g h musica l  va l ue .  The i r compositi ons  l a ck  orig i na l ity , show 
the infl uence of rea l ly great composers, and  bow to current  taste . Simil ar ly , 
eminent instrumental ists fi nd it difficul t to produce anything outstanding 
for the simpl e reason that virtuoso performance on any instrument  demands 
such a g reat inward absorption in a composition not one ' s  own , such a degree 
of se l f- control , and  such specia l ized technical  tra ining , that there is hardly 
any energy or  time l eft for deve l opment of  a creat i ve abil ity . 
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I n  contra s t  to the above , i t  happens much more often that emi nent composers 
d i s t i ng u i s h  thems e l ves at  the same t i me as  executant arti s ts . Any k i nd of 
mus i ca l  tra i n i ng requ i res the p l a yi ng of some i ns trument ,  and tra i n i ng ;n com­
pos i t i on and creat i ve ab i l i ty are hardl y pos s i b l e  w i thout the command of at 
l ea s t  one so l o i ns trumen t .  Furthe r ,  w i th young mus i c i a ns c i rcums tances are 
ra re l y s uch that they can devote themse l ves exc l us i ve l y  to compos i t i ons at 
the beg i nn i ng of thei r careers . 
PREMATURE EMERGENCE OF MUSI CAL TALENT 
I t  i s  not i ns i g n i f i cant  tha t wi th i n  the rea l m  of art , mus i c  i s  the on l y  one 
that man i fests  i tse l f duri ng ch i l dhood . A l though i ts premature emergence i s  
a l most  exc l us i ve l y  l i mi ted to tech n i cal  i nstrumenta l ab i l i t i es ,  there are 
a l s o cases i n  wh i ch very yo ung c h i l dren p l ay del i cate l y and softl y wi th fl ex­
i b i l i ty when art  ca l l s  for i t ,  and forceful l y  w i th prec i s i on and pas s i on when 
dynami c accent ;s requ i red . They know perfect l y  wel l when the me l od i es have 
to be p l ayed wi th a s i ng i ng l egato ton e ,  and when they mus t be accented . 
The emergence of mus i ca l - c reat i ve ta l ent i n  c h i l dhood i s  much ra re r ,  however . 
Hayden i s  one of the few great mus i c i ans  i n  whom creat i ve ta l ent man i fes ted 
i tse l f very earl y .  The s ame was true for Mozart , who i s  sa i d  to have wri tten 
charmi ng p i eces for the p i ano  before he  was s i x  years o l d .  
I n  mos t cases i t  has  been found that the earl y emergence o f  the crea t i ve 
g i ft appears duri ng the f i rst  ha l f  of  youth , and on l y  i n  except i onal  cases 
duri ng puberty, i . e . , before the 1 3th or  a fter the 18th yea r .  
Why mus i c ,  o f  a l l art i s t i c ta l ents , has  t h e  d i s t·nct i on of  earl y emergence 
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a nd  rap i d  devel opment  i s  not  ea sy  to  answer .  One  reason  ma y be t hat  creati ve 
mus i c  ab i l i ty has much l es s  to do wi th the functi ons of thought and s peech than 
reproducti ve work i n  any  other fi e l d  of art . Mus i c  creates i ts forms and ma­
teri a l  tota l l y  out of i tse l f .  As a res u l t ,  the performi ng mus i c i an i n  h i s  or 
her devel opment i s  bound very l i ttl e to knowl edge of other fi e l ds . Addi ti on­
a l l y , mus i c  i s  anchored i n  the emot i ona l worl d ,  i n  a s phere to wh i ch youth 
a l so has free acces s .  Where these factors are cons i dered one encounters a 
l og i ca l  and  cons i s tent  exp l anat i on for the earl y emergence and  ra p i d devel op­
ment  of mus i ca l  ta l en t .  
INHERITANCE O F  MUS I CAL CAPAC I T I ES 
It has  been noted that b l ood re l a t i ons , e speci a l l y  parents and ch i l dren , grand­
parents and g randch i l dren , man i fest  s i mi l a r tra i ts .  These fami l y  resemb l ances 
are not l i mi ted to on l y  phys i ca l  l i kenes s ,  but s uch qua l i t i es as  temperament ,  
character,  i ntel l i gence , and ta l ent . I n  mos t  cases , the part contri buted by 
both factors can on l y  be es t i mated wi th more or l es s  probabi l i ty .  In the  i n­
ord i na te l y  ta l ented , a s  wel l as the i nord i nate l y unta l ented , hered i ty i s  l i ke l y 
to predomi nate . A case i n  po i nt i s  Beethoven , whose env i ronment ,  i nc l ud i ng 
h i s  educat i on and tra i n i ng ,  cou l d never account for h i s  great mus i ca l  outpour­
i ng .  ( R�v�s z ,  1 9 54 ) The domi nati ng i nfl uence of na t i ve ta l ent  i s  s hown even 
more c l earl y i n  the case of arti s ts who produce works of va l ue duri ng thei r 
ch i l dhood . W i th Mozart , env i ronment  and educa t i on were certa i n l y  i mportant 
factors , but  h i s  ab i l i ty to compose notab l e  mus i c by  the t i me he was ten 
years o l d  s trong l y  poi n ts to a congen i ta l  d i s pos i ti o n .  
The s ys temat i c i nves t i gat i ons of  the i nheri tance of  i nborn mus i ca l  capac i ty 
by Dutch s c i enti s ts Heyman s  and Zi ehan ( 1922 )  a re of i ntere s t .  Heymans  and 
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Wi ersma had 432 wel l educated s ubj ects comp l ete a ques t i onna i re des cri b i ng the 
menta l  and emot i ona l  characteri s t i cs of parents and ch i l dren w i thi n thei r nu­
c l ear  fami l y  gro u p .  Among the ques t i ons as ked was one regard i ng the so-ca l l ed 
"mus i ca l  ear" - an  i ndex of mus i ca l i ty.  When both pa rents possessed good 
mus i ca l  ears , i t  was found that 84 percent of the mus i ca l l y  ta l ented and 10 . 4  
percent of the unmus i ca l  ch i l dren deri ved from parents of equal  ta l en t .  Wi th 
unta l ented parents the rat i o  was reversed . The percentage was 29 . 7  percent 
mus i ca l  and 62 . 5 percent unmus i ca l  ch i l dren .  Parents di vergent i n  mus i ca l i ty 
gave b i rth to re l a t i vel y l a rge numbers of mus i ca l l y  ta l ented ch i l dren - 59 . 4  
percen t .  
I n  rel ated research , Haecher and Zi ehera ( 1922) found ev i dence wh i ch supported 
the res earch efforts of Heymans and Wi ersma . Haecher and Zi ehera tes ted 485 
mus i ca l  persons i n  a hered i ty tes t .  Test  s ubj ects were graded i nto fi ve cate­
gori es accord i ng to the degree of the i r mus i ca l  apti tute ( extreme l y  mus i ca l , 
very mus i ca l , moderate l y  mus i ca l , unmus i ca l , abso l ute l y unmus i ca l ) .  The i r  
tes t s howed that w i th parents o f  equal  mus i ca l  ta l en t ,  the chance that a ch i l d  
w i l l  be very mus i ca l  i s  85 percen t ,  about 60 percent when the parents a re un­
equa l l y  ta l ented , and 25 percent when the parents are w i thout ta l ent . Fur­
the r ,  i t  was found that the mus i ca l  d i s pos i ti on i s  i nheri ted to a greater de­
g ree from the father than from the mothe r .  These f i ndi ngs refe r ,  however,  to 
persons of a verage mus i ca l  ab i l i ty  and  not to outstandi ng mus i c i ans . 
Schoen ( 1940 ) and  Seas hore ( 19 38 )  have no doubt that one ' s  tal ent  i s  ent i rel y 
a res u l t  o f  na tural endowme n t ,  occurri ng i n  varyi ng  degrees . Accordi ng to 
Schoen : "Mus i ca l  ta l en t  i s  f i rst  an  i nborn capac i ty.  Art i s t i c mus i ca l  per­
formance res ts u l t i mately on i nnate , i nborn equi pment. I t  i s  not s ometh i ng 
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that i s  acq u i red i n  one ' s  l i feti me ,  b u t  the person i s  born wi th or wi thout i t .  
A l l that  tra i n i ng can do i s  deve l op that wh i ch a l ready exi s ts potenti a l l y  . . . " 
( 1940 , p .  162)  Ta l en t ,  i n  th i s  v i e v/ ,  i s  a g i ft nature bes tows unequa l l y  upon 
di fferent persons . There exi sts  the extreme ta l ent of the mus i ca l  gen i us at 
one end of the cont i n i um ,  the no ta l ent at the other end , and a l l degrees of 
ta l ent i n  between . There i s ,  further ,  the person who i s  equ i pped by na ture 
wi th the sensory,  the affec t i ve , and the i ntel l ectua l bas i s  for ta l en t ,  but 
i s  defi c i ent  i n  the motor or tech n i ca l  requ i s i tes for effect i ve mus i ca l  pro­
duct i o n .  
Seas hore ( 1938)  unques t i on i ng l y  a n d  dogmati cal l y  voi ces a strong arg ument  for 
hered i ty: " Fami l y  pri de , mus i ca l  and soc i a l  h i s tory,  i n ve stment  i n  mus i ca l  
educati on , the mak i ng o r  brea k i ng of a ca reer , h i nge upon adequate eva l ua t i on 
of ta l en t ;  and ta l ent , by defi n i ti on ,  i s  an i nheri ted tra i t .  The wor l d ta l ks 
g l i b l y  of i t  i n  h i g h pra i s e  and i n  deep d i s paragemen t ,  often w i thout a g l i m-
meri ng of a s c i ent i fi c i ns i ght  or  d i scr imi nati ng atti tude . 
heri tance must have a p l ace i n  the psycho l ogy of ta l ent . " 
The concept of i n­
( 1938 ,  p .  330 ) 
Hav i ng con s i dered the v i ew of psychol ogi s ts i n teres ted i n  mus i ca l  ab i l i ty, 
i t  may be hel pful  to now cons i der the v i ews of a b i o l og i s t  and genet i c i s t .  
Sche i nfe l d  ( 1965 )  poi nts out  that a good many composers : Chopi n ,  Moza rt , 
Mende l s sohn , L i s z t ,  and Schumann , and contemporary v i rtuos i : He i fetz , 
Rubens tei n ,  Menuh i n; Schnabel , S tern , and  Arrau revea l ed the i r  gen i us to the 
worl d a t  s uch an  ear l y age the envi ronment  cou l d have exerted l i tt l e  i nfl u­
ence . Mozart wrote h i s  f i rst s ymphony at  age s i x  and compl eted p racti ca l l y  
a s core o f  s ymphon i es by the t i me he  was 1 4 .  Hande l , a t  e l even , was wri t i ng 
a new church servi ce every week; and Mende l s s ohn , a t  1 7 ,  a l ready an  exper-
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i enced composer,  had wri tten the overature to A M I DSUMMER N I GHT ' S  DREAM. I n  
a s tudy o f  vari ous vi rtuo s i  and Metropo l i tan Opera s i ngers , Sche i n fel d reported 
that the a verage age at wh i ch ta l ent  f i rs t emerged was four and three quarters 
yea rs , and n i ne and three q ua rters years for the two groups res pecti vel y.  
A second l i ne of ev i dence fa vori ng the heri tabi l i ty of mus i ca l  tal ent i s  gene­
o l ogy - the mos t q uoted examp l e  bei ng the Bach fami l y. Sche i nfe l d  s ugges ts , 
however ,  that the i nheri tance of mus i ca l  tal ent i s  a rather comp l ex ma tter .  A 
polygene or  mul t i gene theory i s  neces sary s i nce ta l en t  sometimes emerges where 
parents a re not mus i ca l , and mus i ca l  parents do not a l ways beget mus i ca l  ch i l ­
dren . For examp l e ,  Toscani n i , cons i dered by many to be one of the grea tes t 
mus i c i ans  who ever l i ved , came from a fami l y  i n  wh i ch no mus i ca l  ta l ent  ap­
peared i n  e i ther of h i s  parents , s i s ters , brothers , or other re l a ti ves . Rather 
than accept an  env i ronmenta l exp l ana t i on ,  Sche i nfe l d  s uggests that Toscan i n i ' s  
parents had carr ied  between them the genes for v i rtuoso ta l ent . Schei nfe l d 
admi ts , however , that an  unfavorab l e  env i ronment can s uppress ta l en t .  H e  c i tes 
the case of Leonard Bernste i n ,  whose ta l en t  d i d  not express i tse l f earl y ,  but 
gradua l l y  emerged . I n  s i mi l a r fa s h i on ,  th i s  s uppres s i on theory i s  necessary 
to exp l a i n ,  s a ys Schei nfe l d ,  the very sma l l percentage of v i rtuos i and com­
posers among fema l es .  S i nce ta l en t ,  i n  Schei nfel d ' s  v i ew ,  i s  not sex- l i n ked , 
the on l y  pos s i b l e  heredi tari an exp l anat i on i s  that we are prej udi ced aga i n s t  
fema l e  mus i c i a ns . Of cours e ,  opera s i ngers a n d  other fema l e  voca l i s ts prove , 
i n  th i s  i ns tance , to be the except i o n .  
The preceedi ng s urvey of v i ewpo i nts  regardi ng the heri tab i l i ty of mus i ca l  
ta l ent  i s  representat i ve rather tha n  e xhaus t i ve .  T o  cont i nue c i ti ng opi n i ons 
and data i n  s upport of  the var i ous v i ewpoi n ts woul d  on l y  underscore the ob-
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vi ous l a ck  of consensus wi th i n  the a rea . Perhaps , a l ook  at the psychometr i c  
too l s  u s e d  t o  measure mus i ca l  ta l ent wi l l  prov i de a more concrete grasp of  
what  i t  i s  t ha t  psychol og i sts  ta l k  about when they refer to mus i ca l  ta l ent . 
THE MEASU REMENT OF MUS I CAL BE HAV IOR 
The f i r s t  30 yea rs of th i s century w i tnes sed a cons i derabl e amount of psycho­
metr i c  work on mus i c .  Th i s  work proceeded pri mari l y  i n  three areas . At­
tempts were made : 1 )  to measure mus i ca l  capaci ti es or apti tudes , 2) to 
meas ure mus i c  ach i evements res u l t i ng from tra i n i ng ,  e . g . , a ura l percepti on , 
techn i ca l  ab i l i ti es , and  s ki l l  i n  read i ng notat i on ,  and 3 )  to meas ure know­
l edge about mus i c .  A l though s uch a d i vi s i on i s  s omewhat arbi trary, th i s  c l a s­
s i fi cat i on provi des a workabl e means  for  ana l ys i s .  
I t  has  a l ready been s ugges ted tha t cons i derab l e d i sagreement exi s ts among 
authori t i es regard i ng the devel opment of mus i ca l  ta l en t .  Some ma i ntai n i t  i s  
the funct i on of l ea rn i ng ,  others that ta l ent i s  i nheri ted . There i s  s i mi l ar 
d i s agreement  concern i ng what const i tutes mus i ca l  ab i l i ty .  Thus  fa r ,  meas ures 
of mus i ca l  ta l en t  or a b i l i ty have been l a rge l y of a sensory sort . Tests of 
feel i ng and of appreci at i on have tri ed to s ampl e the more aesthet i c responses 
to mus i c ,  wh i l e  those of knowl edge dea l ma i n l y  w i th acq u i red res ponses , s uch 
as  the names of compos ers , notat i on , i ns truments , sca l es , etc . 
The  present d i scuss i on wi l l  concern i tse l f ,  for the mos t  part , w i th the tes t­
i ng of mus i ca l  ab i l i ty.  It i s  on th i s  area that the mos t  seri ous attempts to 
pred i ct mus i ca l  s uccess  have been made based upon the a s s umpt i on that i f  an  
i nd i v i dua l does wel l on  these  tes ts he or  s he w i l l  be ab l e to profi t from 
mus i ca l  tra i n i ng .  Add i t i ona l l y, there a re i mportant a s s umpt i ons  about the 
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nature and functi on i ng of the mus i ca l  mi nd underl yi ng a l l mus i ca l  tes ts.  A 
cons i dera t i on of these measuri ng dev i ces yi e l ds i mportant  i ns i ghts  i nto the 
genera l psycho l ogy of mus i c .  
THE SEASHORE MEASURES OF MUS I CAL TALENTS 
The Seashore Measures of Mus i ca l Ta l ents ( 19 19 )  are qu i te s i mp l y the mos t  i m­
porta nt  battery of tes ts i n  the fi el d of mus i c .  S i nce the i r pub l i cati on i n  
19 19 , the Mea s ures o f  Mus i ca l  Ta l ent  have been app l i ed to thousands of i nd i ­
v i dua l s  so  that there i s  enough research materi a l  t o  make pos s i b l e a n  ade­
quate j udgment  about the i r  va l ue and l i mi tati ons . 
Al though t here have been severa l rev i s i ons of the Seas hore tests , the content 
has rema i ned , for the mos t part , unchanged . The tes ts compri se a ba ttery 
made up of s i x  tes ts : p i tch , i n ten s i ty,  t i me ,  memory, consonance , and rhythm . 
The p i tch tes t i nd i ca tes a person ' s  thresho l d  of p i tch d i scr im i nati on , or  the 
l ea s t  d i fference i n  the p i tch of two tones that the person can perce i ve.  The 
tes t i s  made up of  ten p i tch i ncrements w i th i n  a freq uency range of 30 cyc l es 
wh i ch are compared one at a t i me w i th a base l i ne freq uency of 435 cps.  There 
are 100 tri a l s  i n  the tests , each i ncrement  be i ng compared ten t i mes w i th 
s tandard base l i ne ton e .  T h e  i nd i v i dua l i s  req ui red t o  ma ke a j udgment  a s  
t o  whether t h e  s econd tone i s  h i gher or  l ower than t h e  fi rs t tone . Seas hore 
( 19 38 )  offers ev i dence that the res u l ts of th i s  tes t a re not affected by  age 
or tra i n i ng .  I t  i s  a tes t o f  bas i c  capac i ty.  
The  i ntens i ty tes t does for l oudness d i scr im i nat ion  what the p i tch tes t  does 
for p i tch d i s cr im i nati on . I t  i s  a test of the l ea s t  percept i b l e  d i fference 
i n  l oudne s s  that  a person can detec t .  There a re ten s e r i e s  of  tri a l s  w i th 
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ten tri a l s  in  each seri es . Seas hore offers evi dence that l oudness di scr imi n­
ati on , l i ke p i tch , i s  an e l ementa l capaci ty,  and spec i a l i zed tra i n i ng after 
earl y ch i l dhood does not res u l t i n  i mprovement .  The tes t ,  he concl udes , i s  
therefore one of ba s i c  capac i ty .  
I n  the  t i me tes t ,  the  l i s tener hears th ree c l i cks mark i ng off  two t i me i n ter­
va l s .  The second t i me i n terva l i s  a l ways e i ther l onger or shorter than the 
fi rs t .  As  before , the tes t cons i s ts of 100 tri a l s  d i v i ded i nto ten seri es of 
ten tri a l s  each . The s ubj ect i s  requ i red to ma ke a j udgment as to whether the 
second i n terva l i s  l onger or s horter than the fi rst .  
The consonance test  i s  cons tructed o f  1 00 two- tone comb i nati ons  of va ri ous 
degrees of consonance . Consonance i s  defi ned , for the purposes of the tes t ,  
a s  smooth ness , b l endi ng , and fus i on .  The 100 comb i nations are arranged i n to 
pai rs so that the ent i re tes t cons i s ts of 50 tr i a l s .  The  s ubj ect i s  requ i red 
to ma ke a j udgment as to whether the second comb i nati on one hears i s  better 
or worse than the f i rs t .  A good comb i na t i on i s  one i n  wh i ch the two tones 
a re smooth and b l en d ,  tendi ng to fuse together i nto one . 
Referr i ng to the memory tes t ,  Sea s hore s tates tha t :  " E veryth i ng taken i n to 
account ,  the bes t s i ng l e  and  fundamenta l tes t of capac i ty for a mus i ca l  mem­
ory tes t  that we have been ab l e to dev i se i s  the test of memory s pan . "  ( 1938 ,  
p .  239 ) The  tes t i s  constructed to i nd i ca te one ' s  memory s pan  for a s ucces­
s i on of non-me l od i ca l l y  re l ated tones , s i mi l a r to a test of  memory for non­
sense s yl l ab l es . The  s hortest s pan  i n  the test i s  two tones , and the l ong­
est i s  s i x  tones . The s ubj ect hears a s equence of tones i mmed i ate l y fol l owed 
by another sequence . The second seq uence i s  l i ke the f i rs t except for one 
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tone . The  s ubj ect i s  req u i red to speci fy wh i ch tone i n  the second sequence 
has changed . " The mos t s tri k i ng res u l t of th i s  tes t"  Seas hore wri tes , " i s  
that a s pan  of s i x  i s  d i ffi cu l t enough for pract i ca l l y  a l l of a norma l com­
mun i ty.  A person who , i n  an extended seri es of tri a l s ,  i s  ab l e to get a l l 
records ri ght  woul d have an  extraord i nary capaci ty for th i s  k i nd of memory. 
Other th i ngs bei ng equa l , the ch i l d  i n  the fi fth grade room who ranks  85 g i ves 
prom i s e  of a memory for as  extens i ve a repertory as  any mus i c i an ma y need , and 
persons who now p l a y prog rams of severa l hours enti rel y from memory may not 
rank  h i gher  than 90 on th i s  s ca l e . " ( p .  239- 240 ) 
The rh ythm tes t con s i s ts of two rh ythmi c patterns , the second pattern bei ng 
e i ther the s ame as  the fi rst  or d i fferent from i t .  There a re 50 pa i rs of 
pa tterns i n  the tes t of va ryi ng l ength and comp l exi ty.  
THE PSYCHOLOG I CAL T HEORY OF THE S EASHORE TESTS 
W i th  the excep ti on of the tes t for tona l  memory,  the Seashore tes ts c l a i m  to 
dea l w i th sensory capac i t i es . Th i s  i s  ent i re l y  consonant w i th Seashore ' s  
d i ctum that " there i s  noth i ng i n  the mus i c  wh i ch  was not previ ous l y  i n  the 
sound wave , "  and i mp l i es that mus i ca l  effects depend upon the act i on of the 
ear a s  a phys i ca l  receptor .  Th i s  approach represents an  attempt to app l y  the 
sen s a t i ona l i s t i c  pos i t i on i n  p s ycho l ogy to the meas urement and  d i agnos i s  of 
mus i ca l  ab i l i ty .  I t  does  not a ttempt to dea l w i th such  funct i ons  as  mel od i c 
confi gurat i on ,  i nterva l l i c  rel atedness , harmon i c  sequence , reso l ut ion  trends , 
and tona l i ty .  
Seas hore has  poi nted out  that  h i s tes ts  do not  dea l w i th a l l  the factors of  
mus i ca l i ty .  N umerous commentators h a v e  s uggested t h a t  t h e  tests may fa i l  a l -
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together to dea l  wi th ta l en t ,  and i ns tead restri ct thems el ves to aura l percep­
t i on .  Reves l  ( 1954 )  i ns i s ts that mus i ca l  ta l ent  cannot be an a s s embly of ato­
mi s t i c  s ensory acous t i cal  ab i l i t i es .  Ogden ( 1924 )  contends that they do not 
di rect ly  tes t " . . .  the pres ence and functi on i ng of those fundamenta l confi gu­
rat i ons of appreh ens i on and res ponse  w i thout wh i ch mus i ca l  ta l ent cannot man i ­
fes t i ts el f . "  The pri mary po i nt here i s  that the Seashore Meas ures of Mus i ca l  
Ta l ent  undertake  merel y to  tes t  the  respons i veness  of the ea r a s  a receptor to 
certa i n  d i fferences i n  the sound wave.  Murs el l ( 1964 ) i ns i s ts that mus i c  de­
pends upon our percepti on of the dynami c  rel atedness  of tone. I t  wou l d appea r ,  
th en , that th e S eashore tes ts a r e  more effi c i ent  i n  i den t i fy i ng those i ncapab l e  
of mus i ca l  ach i evement  on a h i g h l evel than i n  the pos i ti ve d i agnos i s  of ta l ent  
or ,  for that ma tter , revea l i ng the deg ree to  wh i ch i t  exi s ts . The S eas hore 
tes ts mea s ure acous t i ca l  rather than mus i ca l  ab i l i t i es .  
THE SCHOEN BATTERY 
In th i s  battery there are th ree tes ts ( Schoen , 1 925 ) : a tes t of rel ati ve p i tch , 
a tes t of tona l  s eq uence,  and  a rhythm tes t .  Accord i ng to Schoen , thes e  tes ts 
are mea s ures of genera l mus i c i ans h i p .  The  i nd i v i dua l 's performa nce on thes e  
tes ts i s  s uppos ed t o  i nd i cate h i s  or  h er a es theti c res ponse t o  the s tructura l  
ma ter i a l  of mus i c .  The  tes ts o f  rel a t i ve p i tch and  rhythm are s i mp ly  psycho­
metri c  vari at i ons of the s ame functi ons ma rked ly  d i fferen t .  I t  i s  des i g ned to 
revea l  a person ' s  s ens i ti v i ty to mel od i c  l i ne .  A mel ody i s  def i n ed as a s uc­
c es s i on of tones d i fferi ng from each other i n  p i tch and dura t i on and g i v i ng 
the effect of an a esthet i c  un i ty .  The  tes t  cons i s ts  o f  four ,  two phra s e  mel ­
odi es from s tandard compos i ti ons . I n  the s econd phra s e  of each  mel ody there 
are three a l ternat i ve  phra s es as pos s i b l e  end i ngs , i n  addi t i on to the o r i g i na l  
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endi ng .  Each o f  the th ree a l terna ti ve phrases i s  i nfer ior  to the ori g i na l  
phrase as  an  endi ng , one bei ng on l y  s l i ght l y poorer , another noti ceabl y 
poorer ,  and the other enti re l y  i nappropr i a te .  The s ubject i s  requi red to 
eva l uate the re l a t i ve appropri ateness of a l l end i ngs.  
THE KWALWASSER- DYKEMA TESTS 
There a re ten tes ts i n  th i s battery ( Kwa lwasser  and Dykema , 1 930 )  wh i ch mea­
s ure tona l memory, q ua l i ty d i s c r im i nati on , l oudnes s d i scr im i nati on , fee l i ng 
for tona l movement ,  t i me d i s c rimi nati on , rhythm di scri mi na t i on , p i tch d i scri m­
i nati on , and rhythm i magery. The a uthors ma i nta i n  that exper imenta l i nves t i ­
gati ons i n  the fi e l d of psycho l ogy of mus i c  have estab l i s hed the i mportance 
of thes e tra i ts a s  i ndi cants of mus i ca l  ta l ent  and ach i evement .  They repre­
sent s i g n i fi cant  attri b utes of mus i c i ans h i p and readi l y  l end themsel ves to 
obj ecti ve measurement .  For  the  mos t pa r t ,  the pa rameters eva l uated by these 
tes ts dup l i cate and  overl ap functi ons ment i oned i n  prev i ous tes ts . The mos t 
notab l e excepti ons are ,  howeve r ,  the tona l  i magery and rhythmi c i magery tes ts . 
I n  the tonal i magery tes t the s ubject  i s  s upp l i ed w i th the notati on of 2 5  
tona l  pa tterns conta i n i ng a l l t he  ch romat i c characters u sed  i n  mus i c ,  that 
i s :  s harp , doub l e  s harp , f l a t ,  doub l e  fl a t ,  and cance l . On th i s  tes t ,  the 
subject i nd i cates whether the tones heard , produced by a record , are the s ame 
as or d i fferent from the tones ca l l ed for on the pri n ted page .  
T he  rhythm i magery tes t  i s  s i mi l a r to  t he  tona l  i magery tes ts . T he  s ubject 
indi ca tes on a test s heet whether the rhythms on the pri n ted page are the 
s ame hea rd , produced by  a record i ng ,  or  d i fferent .  
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THE ORTMANN BATTERY 
Ortma nn dev i sed seven tes ts as  objecti ve s c i ent i fi cal l y  acceptab l e mea sures of 
the fundamental  audi tory and mus i ca l  capac i t ies  of s tudents enteri ng the Peabody 
Conservatory of Mus i c .  The tes ts a re of p i tch d i scri mi na t i on ,  p i tch memory, 
and h a rmon i c  memory.  
THE IOWA TESTS OF MUSICAL L I TERACY 
Th i s  ba ttery of s i x  tes ts , devel oped by Gordon ( 1 97 1 ) ,  i s  d i v i ded i n to two as­
pects of fundamenta l  mus i ca l  ach i evement :  tona l  concepts and rhythmi c concepts . 
Each of these tests i nc l udes three s Ubtests : aural  percep t i on , read i ng recog­
n i t i on ,  and notat i onal  unders tandi ng . 
As can be s een , n umerous attempts have been made over the years to i nves ti ­
gate the nature of mus i ca l  ta l en t .  For the most part , however , the res u l ts 
have not been overwh e l mi ng ( Seas hore , 1938;  Reves z ,  1 9 54 ; L unden , 1954 ; Schoen , 
1940 ) .  The  i nconc l us i veness of the data ma y be attri buted , for the mos t  part , 
to the i nab i l i ty of  i n ves t i ga tors to come to a consensus regardi ng a defi n i ­
t i on  o f  mus i ca l  ta l en t .  Ex i s ti ng psychometri c dev i ces appear adequate i nso­
far as  our unders tand i ng of what const i tutes mus i ca l  ta l ent  has  progressed; 
but,  our unders tandi ng has  not progressed g reatl y i n  the l as t  40 to 50 yea rs . 
THE VAL I D I T Y  OF THE  S EASHORE TESTS 
The  Seashore tes ts have had the most severe tri a l  of the i r val i d i ty at  the 
Eas tman School of Mus i c  ( Stan ton , 1 935 ) .  Th i s  project  wa s carr i ed on for a 
per i od of over ten yea rs under the di recti on of p s ycho l og i s ts . I n  one s tudy, 
the tes t  res u l ts were c l a s s i f i ed i nto s i x  g roups corres pond i ng to the l etter 
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grades genera l l y  found i n  an  academi c setti  ng . "A"  repres ented the h i  ghes t 
ta l en t .  T h e  clas s i f i cat ion  was then compared w i th t h e  teacher ' s  est imate of 
ta l ent  us i ng the s ame l etter c l a s s i fi cati on . The res u l ts s howed s tri k i ng 
s i mi l ari t i es between test res u l ts and n umerous teachers ' est i mates of tal ent 
for va r i o us i ns truments and vo i ce .  
Another s tudy i nd i cated the va l ue o f  the tes ts i n  pred i ct i ng how long the pu­
p i l was l i ke ly  to l as t  i n  s c hoo l accord i ng to h i s  or her ta l ent c l as s i fi ca­
t i on .  Of those  who tes ted "0" and " E , "  none s urvi ved two years . Of the  
" C- "  ta l ents , about  one-fourth l as ted out; of the  " C+" ta l ents , two- fi fths ;  
of t he  " B" ta l ents , over one  ha l f; and two- thi rds of t he  "A "  ta l ents l as ted 
the two year peri od . 
Another examp l e  of the n umerous s tud i es carri ed out at the Eas tman School  i n­
vo l ved the add i t i on , i n  1928 ,  of a s tanda rd i zed comprehens i on tes t to the 
pre-exi s t i ng mus i c  tests . A clas s i fi ca t i on of safe ,  probabl e ,  poss i b l e ,  
doubtfu l , and d i s couraged , was made for the mus i c  degree s tudents a s  a bas i s  
for pred i cti ng ach i evemen t .  O f  565 s tudents who g raduated w i th i n four years , 
60 percent came from the s afe group; 42 percent from the probab l e; 33 percent 
from the pos s i b l e  group; 23 percent from the doubtfu l ;  and 17 percent from the 
d i s couraged . 
The Seashore tests have been the s ubj ect of n umerous other s tudi es w i th re­
s pect to rel i ab i l i ty and  va l i d i ty .  Farnsworth ( 19 3 1 )  s ummari zes these i nves­
t i gat i ons , and reports h i s  own exper iments w i th the tests . 
The  pi tch tes t ,  Farnsworth concl udes , i s  q u i te h i gh i n  rel i ab i l i ty .  Seashore ' s  
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advi ce regard i ng the p i tch tes t  was that those who ra nk  i n  the upper ten per­
cent s hou l d be encouraged enthus i ast i ca l l y  to s tudy mus i c ,  the next 20 per­
cen t encouraged free l y , the next 40 percent encouraged , the next 20 percent 
ques t i onab l e ,  and the next ten percent d i s couraged . 
The l o udness tes t i s  s omewhat l es s  rel i ab l e  than the p i tch tes t .  Mos t  of the 
conc l us i ons on the p i tch test a re equa l l y  app l i cab l e  to the l oudnes s tes t .  
The rel i a b i l i ty of  the t i me tes t i s  genera l l y  rega rded a s  l ow .  One o f  i ts 
di sadvantages i s  that i ts unmus i ca l  man ner of j udg i ng t i me i s  d i s turb i ng to 
many  s tudents who have had  mus i ca l  tra i n i ng .  I t  i s ,  furthermore , s ometi mes 
d i ffi cu l t  to ma ke the d i recti ons c l ear .  
The consonance test  has  been  mos t  severel y cri t i c i zed by  i nves t i gators . I t  
has  been found to b e  o f  ques t i onab l e va l ue beca use d i fferent s ubjects under­
s tand the d i rect i ons i n  d i fferent ways . I ts cr i teri a for consonance have 
a l s o been seri ous l y  q uest i oned . The l oudness factor  i s  not con s tant .  Th i s  
res u l ts i n  certa i n  combi nati ons be i ng rated h i g her o r  l ower than wou l d  be the 
norma l cas e .  Farnsworth ( 1934 )  poi nts out , however ,  that i n  sp i te of i ts 
fa u l ts and unrel i a b i l i ty ,  i t  i s  perha ps wel l to keep i n  mi nd that the errors 
made by  groups of s ubjects a re qu i te cons i s tent .  
The  tona l memory tes t ,  l i ke the p i tch tes t ,  i s  one  of the most rel i ab l e  members 
of the battery. One of i ts d i sadvantages i s  that as  the n umber of tones i n­
c reases , s ubjects become d i s couraged . 
One may conc l ude , then , that the p i tch and memory tests appear to pos sess  
s uffi c i en t  rel i ab i l i ty for  certa i n  d i agnos t i c  purposes . The  others should 
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on l y  be used wi th extreme cauti on . The rel i ab i l i ty of the enti re battery i s  
. 885 , w i th that of p i tch bei ng . 7 5 ,  l o udness . 66 ,  t i me . 5 1 ,  consonance . 65 ,  
rhythm . 47 ,  and memory . 83 .  
STUD I E S  O F  THE SCHOEN , KWALWASSER- DY KEMA AND ORTMANN BATTER I ES 
The on l y  s tudy of the va l i d i ty of the Schoen tests i s  one made by Schoen h i m­
se l f ( 19 2 3 )  i n  coopera t i on wi th several mus i c  teachers . The tes ts were g i ven 
to pupi l s  s e l ected by  the teachers as  bei ng mos t  ta l ented , l ea st  ta l ented , and 
med i ocre .  At the t ime the tests were g i ven , the i nves t i gator knew noth i ng 
about the pupi l s  regardi ng degree of ta l ent or accomp l i s hmen t ,  except that the 
s ubjects pos sessed va ri ous degrees of endowment and attai nment .  A report was 
i s s ued for each pupi l g i vi ng h i s  or her  ra t i ng on the tes ts . On the bas i s  of 
the tes t res u l ts  a pred i cti on was made concern i ng the pupi l ' s  probab l e  ac­
comp l i s hment ,  g i ven proper i ns tructi on and adequate app l i cati on i n  s i x  fac­
tors of arti s t i c mus i ca l  performance : i ntonati on , tonal  q ua l i ty, s had i ng ,  
vari ety i n  performance , phras i ng ,  t i me ,  and rh ythm . A b l ank  was then sent to 
each teacher as k i ng fo r an eva l uati on of the actua l a tta i nment  of the pupi l 
on these factors . The purpose of th i s procedure was to test the pred i cti ve 
va l ue of the tests by  determi n i ng the degree to whi ch actual  accomp l i s hment ,  
a s  j udged b y  the teacher , wou l d  agree o r  d i sagree wi th the pred i cti ons  o f  ac­
comp l i s hment  based on the tes t res u l ts .  
I n  s ummari z i ng the res u l ts , out  o f  a tota l of 70 eva l ua t i ons  there were 49 
compl ete agreements between teacher and tes ts , and 21 d i sagreements . 
The uti l i ty of the Kwa lwasser- Dykema tes t battery has  been i nvest i gated by 
Farnsworth ( 1934 ) . Th i s  battery has  f i ve tests wh i ch overl ap  f i ve of  the 
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Seashore tes ts . That  i s ,  they s upposed l y meas ure the same capac i ty :  p i tch , 
rhythm,  l oudnes s , memory, and t i me .  I n  one of h i s  i n ves t i gati ons , Farnsworth 
( 1934 )  attempted to fi nd out how the pa i rs of s i mi l ar tes ts corre l a ted wi th 
each other .  He gave the tes ts to sophomores at Stanford U n i vers i ty and found 
tha t ,  w i th the excepti on of the tests of tona l  memo ry, the tes ts were not 
measuri ng at  a l l perfect l y the s ame behav i or  vari a b l es . These fi ndi ngs were 
veri fi ed by a s i mi l a r i n ves t i gat i on by T i l s on ( 1936 )  on col l ege s tudents en­
ro l l ed i n  a mus i c  s uperv i s o r ' s  cours e .  
The rel i a b i l i ty of the tes ts h a s  been found b y  nearl y a l l i nves t i gators to be 
l ow .  T h e  tona l  memory i s  the bes t of the ba ttery. The rel i ab i l i ty of the 
Kwa l wa s s er- Dykema ba ttery i s  . 77 .  Farnsworth ( 194 1 )  has  conc l uded that wi th 
the pos s i b l e  excepti on of the tes t of tona l memo ry , the Kwa l was ser- Dykema 
tes ts are too unrel i ab l e  for i nd i v i dua l prognos t i cat i on . Compari ng the 
Kwa lwas ser-Dykema w i th the Seashore , Fa rnsworth ' s  s tudy i nd i cates that the 
Seashore tes ts a re s uperi or psycho l ogi ca l l y , and more rel i a b l e  than the 
Kwa l wasser-Dykema ba ttery. 
The va l i d i ty of the Ortma nn tes ts i s  reported by  Ortma nn to be h i gher than 
tha t  obta i ned for the Sea shore tests i n  20 i nves t i gati ons . The i r  rel i ab i l i ­
ty,  as  i nd i cated by  the res u l ts from 50 s tudents who took the tests twi c e ,  
4 4  after one yea r ,  s even after an  i n terva l o f  two years , three after four 
yea rs , and one a fter f i ve years , i s  reported to be fa i rl y  h i gh and adequate 
for i ndi v i dua l measurement  i n  the case of the average tes t  s core and  the 
score on memory for a s i mp l e  tone . The  others a re genera l l y  regarded a s  l ow 
and i nadequate for i nd i v i dua l meas u rement ,  a l though useful  for g roup averages 
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and school  s urveys . 
THE ANAL Y S I S  OF  MUSICAL TALENT THROUGH STAT I S T I CAL TECHN I QUES  
One  of the fi rs t factor ana l yt i c  s tudi es i n  th i s  area was  conducted by  Drake 
( 19 39 ) ,  who anal yzed a n umber of d i fferent tes ts i nc l ud i ng tona l  memory, pi tc h ,  
rhythm l oudnes s , tona l movement , and genera l i n tel l i gence . He came to the con­
c l us i on that there was a genera l fa ctor of mus i ca l  ab i l i ty common to a l l mea­
s ures .  
McLe i sh ( 1950 ) ana l yzed the Seas hore tes ts and found a genera l fa ctor o f  mus i ­
ca l ab i l i ty and appreci ati on , a b i po l ar factor , and  several s peci f i c  factors . 
He i denti fi es the genera l  fa ctor as mus i ca l  ab i l i ty and apprec i ati on.  The b i ­
pol a r  factor i s  a c l as s i fi cat i on factor. I t  s ubdi v i des the s i x  tests accord­
i ng to th e i r  concrete conten t ,  contras t i ng : 1 )  those that depend ch i efl y on 
i mmedi a te d i s cr im i nati on , and 2) those depend i ng on i mmed i a te memory. The 
s peci fi c factors are for p i tc h ,  l oudnes s , t ime ,  and  rhythm. 
A recent  ana l ys i s  by Ra i nbow ( 1965 ) found p i tch d i s cri mi nati on , rhythmi c sen­
s i ti v i ty ,  and mus i ca l  memo ry to be the predomi nant  cons t i tuents of mus i ca l  
a b i l i ty.  H i s  res u l ts i nd i cated extramus i ca l  vari ab l es t o  a l so b e  re l eva nt  
to  ta l en t .  These  vari ab l es i nc l ude : 1 )  i nterest  i n  mus i c ,  2)  home en­
ri chment ,  3) academi c i n tel l i gence , 4 )  s oc i oeconomi c background ,  and 5 )  
mus i ca l  tra i n i ng .  H e  s uggests tha t  i f  one wants to pred i ct whether o r  not a 
person w i l l  be a s ucces s i n  mus i c ,  the accuracy of  predi ct ion  w i l l  be i m­
p roved by g i v i ng cons i derat i on  to these re l evant extramus i ca l  vari ab l es . 
Surveyi ng these s tat i s t i ca l  s tudi es  and  others , i t  becomes c l ea r  that there 
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i s  l i tt l e  ag reement  as to what const i tutes mus i ca l  apti tude . The factors that 
emerge depend to a l a rge extent on the parti cu l ar  mus i c  tes ts empl oyed i n  each 
s tudy .  When a n umber of d i fferent s tudi es emp l oy d i fferent tes ts , i t  i s  not 
unusua l  that d i fferent  res u l ts w i l l  emerge . No s i ng l e test or ba ttery of 
tes ts meas ures a l l  the facets of mus i ca l  abi l i ty ;  a n d ,  as  Anastas i ( 196 1 )  
poi nts o u t ,  the fi e l d  of mus i ca l  apti tude test i ng has  l agged beh i nd other areas 
of psychol og i cal  meas urement .  
The preced i ng has  sought to prov ide  a s urvey o f  the th i nk i ng and tests wh i ch 
have evol ved i n  an  attempt to defi ne and empi ri ca l ly s pec i fy the nature of 
mus i ca l  ta l en t .  Bent ly  ( 1966 ) conc l udes there i s  no s i mp l e  answer to the ques­
t i on " What  i s  mus i ca l  ta l ent? "  The  d i ffi cu l ty ,  i t  s eems , i s  that there i s  no 
genera l ly  ag reed upon cri ter ion  or defi n i t i on of mus i ca l  ta l en t .  Many attempts 
have been made to unders tand i t ,  and meas ure i t ;  b u t ,  the nature of these at­
tempts , concl udes Bent ly , " depends more upon bel i ef than upon s c i enti fi cal ly  
proven conc  1 us i ons . " ( 1966 , p .  1 42 ) 
THE NATURE OF TALENT 
A prec i s e  defi n i t i on and , more i mportant l y ,  an  understand i ng of the nature of 
mus i ca l  ta l ent  has i ndeed e l uded prev i ous resea rchers . Th i s  i s  not to s ugges t ,  
however ,  that prev i ous resea rch efforts are wi thout meri t .  T o  the contrary ,  
they h a ve been i nva l uab l e i n  s peci fy i ng the sensory ,  the moto r ,  and the i n­
tel l ectual  components wh i ch  a l l p l ay requ i s i te parts i n  the more genera l 
phenomena ca l l ed ta l en t .  But , mus i ca l  ta l ent  i s  s ometh i ng more than the s um­
mat i on or i nterrel ati on of these ab i l i t i es .  Ta l en t  i s  more than tech n i q ue ,  
even v i rtuos i c  techn i q ue .  I t  conta i ns  a creat i ve componen t .  I t  i s  th i s 
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creat i ve a s pect of mus i ca l  ta l ent that d i s t i nq u i shes the f l aw l ess yet s teri l e  
techn i ca l  rec i tat i on of notes from mean i ngful  and communi cati ve achi evemen t .  
As  C h i l d  ( 1967 ) s uggests , we  need to recogn i ze t hat  a p i ece of mus i c  i s  a psy­
cho l og i ca l , as wel l as  a phy s i ca l  even t .  What th i s  psycho l og i ca l  event i s  to 
the l i s tener i s  i ts mean i ng .  The mean i ng i s  not found i n  an account of the 
phys i ca l  sounds ; i t  mus t be found i n  an account of the psycho l og i cal  experi -
ence . G i ven the techn i ca l  competence , then , of a mas ter performe r ,  a composer 
or  a conductor mi ght  s ti l l  l a ck the ab i l i ty to i mbue h i s or her work w i th 
genu i ne mean i ng .  The  mus i c i an under s uch c i rc ums tances wou l d  be s a i d  to l ac k  
ta l en t .  
T H E  PSYCHOLOGY O F  MUS I C  A N D  ART 
The a b i l i ty to communi cate mus i ca l ly  req u i res i nvol vement on the part of the 
mus i c i an ,  an  i nfus i on of the mus i c i a n ' s  bei ng or  persona l i ty i nto the mus i ca l  
med i um s uch that  seq uences of notes a re en l i vened under the i nfl uence and ex-
peri ence of the mus i c i a n .  When mus i c  i s  ab l e to commun i cate the i nd i v i dua l 
mus i c i an ' s  personal  experi ence w i th l i fe ,  i t  becomes an express i on of the mu-
s i c i a n ' s  persona l i ty .  To the extent hearers of the mus i c  can i denti fy and re­
s pond to th i s  persona l i nvol vemen t ,  on the part of the mus i c i an ,  the mus i c  
w i l l  b e  psychol ogi ca l l y  mean i ngful  for them .  
N umerous wri ters have addres s ed th i s  creati ve synthes i s  of the arti s t ' s  per-
sonal i ty and h i s  or  her a rt. Much of the l i tera ture on  th i s  theme s tems from 
Freud ' s  ana lys i s  of nocturna l dreams , errors , and  neuroti c symptoms . 
"The ordi nary person ' s  a bi l i ty to create daydreams s u i tabl e for reso l v i ng 
confl i cts  i s  very l i mi ted . "The  arti s t  i s  a s peci a l i s t of h i gh s k i l l  a nd  
has  more a t  h i s  d i s posa l . " F i rs t  of  a l l he understands how to e l aborate 
h i s  daydreams , s o  that they l ose  that persona l note wh i ch g ra tes upon 
s trange ears and become enjoyab l e  to others; he knows too how to mod i fy 
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them s uffi c i ent l y so that  the i r orl g l n i n  proh i b i ted sources i s  not eas i l y  
detec ted . " Further he  pos sesses  the mys teri ous abi l i ty to mo l d  h i s  pa rti ­
cu l ar  materi a l  unti l i t  expres ses the i deas of h i s  phantasy  fa i thfu l l y ; and 
th us he knows how to attach to h i s  ref l ecti on on h i s  phanta s y  l i fe so s trong 
a s t ream of p l easure tha t ,  for a t i me at l ea s t ,  the repres s i ons  are outba l ­
anced and d i s pel l ed by i t . " When he can do a l l  th i s ,  he opens unconsci ous 
sources of p l eas ure and so rea ps the i r grati tude and admi rat i on ;  then he has 
won th rough h i s  pha n tasy  what before he cou l d on l y  w i n i n  pha ntasy :  honor , 
power , and the l ove of women . "  ( Freud , 1952 , p .  384- 385 ) 
The arti s t ,  as dep i cted by  Freud ( 19 52 ) ,  i s  represented as dua l l y , but  not 
d i s t i nct i ve l y  mot i vated . On the one hand , he or  s he  i s  l i ke most  other peopl e ,  
mot i vated rea l i s t i ca l l y  toward economi c s ucces s . O n  the other hand , l i ke others , 
he or s he  i s  s ubj ect to moti ves wh i c h cannot be g rati f i ed i n  rea l i ty or acted 
out i n  s oc i ety that urge one on to fantasyi ng g rat i fi cati on and reso l ut i on . 
The arti s t ' s  d i s ti ncti on i s  tha t these two sets of mo ti ves un i te to fi nd ex-
pres s i on i n  a s i ng l e  sequence of beha v i o r :  produc i ng a r t  i n  ful fi l l ment of 
one ' s  l ong i ngs , ma rket i ng i t  to those who i n  con temp l a t i on of i t  wi l l  fu l fi l l  
thei r own . Th i s  v i ew of Freud ' s  s tres ses the i mportance of unconsc i ous mot i ves 
and thei r fanta s i zed fu l fi l l men t ,  but f i nds noth i ng d i st i ncti ve about the ar-
ti s t  i n  th i s  res pec t .  
Ch i l d  ( 1969 ) poi nts  o u t  that t h e  arti s t  i s  c l a i med t o  b e  d i s ti ncti ve i n  the 
ego , not the i d ,  and i n  s k i l l s ,  rather than mot i ves . H i s id i s  essenti a l  to 
the argument ,  but  on l y  through i ts s i mi l a ri ty to other peopl e ' s .  
I t  i s  a pparent that on l y  a s l i g ht  change i n  emphas i s  i s  needed to produce a 
theory re l a t i ng d i s t i nct i ve mot i ves of a part i cu l ar  arti s t  to d i st i ncti ve char-
acteri  s t i  c s  p resent i n  thei  r producti ons . As C h  i 1  d remarks , " I  f the more un i -
vers a l  themat i c characteri s ti cs of a work res u l t from un i vers a l  mot i ves neces -
sari l y  present i n  the arti s t ,  why s hou l d  not i ts more s pec i f i c  characteri st i cs  
res u l t from h i s  mot i vati ona l pecul i ari t i es ?  And for that matter , s hou l d not  
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even the more un i versa l  themes - uni versa l  i n  characteri z i ng every person , 
but  not every work of art - vary i n  i ntens i ty and manner of representa t i on , 
even perhaps i n  whether they appear at  a l l , accord i ng to the i ntens i ty and 
sa l i ence of va ri ous un i vers a l  mot i ves i n  the art i s t ' s  persona l i ty or tem­
porary s tate?"  
In  the  yea rs s i nce Freud , p sychoana l yt i c  commentators have used th i s  argu­
ment i n  i nferri ng an  arti s t ' s  persona l characteri st i cs  from h i s  work . S i nce 
the themes o f  l i terature l end themse l ves more readi l y  to th i s  a pproach than 
do the materi a l  of other arts , the arti s ts mos t  often s tudi ed i n  th i s  way 
have been wri ters . Someti mes , i nferences to persona l i ty or l i fe h i s tory are 
presen ted so l e l y  on the bas i s  of contact w i th the a rt work . I nference to an 
arti s t ' s persona l i ty and  l i fe ,  from ana l ys i s  of h i s  or her works , need not , 
however ,  be based on l y on the psychoana l yti c port i on of psyc h i a try and psy­
chol ogy. Some ess ays tha t draw other as pects of psycho l ogy a re Rosenzwe i g ' s  
( 1943 )  on Henry James ; Murray ' s ( 19 5 1 )  on Herman Me l vi l l e ;  and Tri l l i ng ' s  
( 1940 ) on Freud . 
Vari ous h ypotheses have been s ugges ted about the nature of the re l at i onsh i p 
between arti s t s  and the i r works . These have ar i sen from s uch con s i derat i ons 
as : does the arti s t ' s work pri ma r i l y  embody h i s  or her own man i fest  personal 
characteri s t i c s ?  Does i t  pr imar i l y  embody those l a tent  characteri s t i c s ?  
Does i t  pri mar i l y  embody those l atent characteri s ti cs wh i ch  fa i l  to  ga i n 
express i on i n  o vert i nteract i on w i th other peopl e?  Or ,  i s  the rel a t i on be­
tween arti s t  and work more l i ke l y  to embody, i n  s ymbol i c  form ,  the i dea l ob­
j ect  o f  powerful w i shes  that have been cons c i ous l y  rej ected . 
33 
THE I NTERRELAT ION OF MUS I CAL TALENT AND PERSONAL ITY  
Attempts to s tudy the i nterre l a ti on of mus i ca l  apti tude , mus i ca l  ach i evemen t ,  
a n d  persona l i ty tra i ts ,  a l though l ong the s ubj ect o f  s ubjecti ve s pec u l ati on , 
have rare l y  been made . The res u l ts of mos t  of the rel evant s tudi es a re i n­
conc l us i ve and frequently the procedures and cri ter i a  emp l oyed are not con­
s i s tent w i th current tech n i q ues of experi menta l resea rch des i gn .  
Ear ly  a ttempts a t  a sys temati c s tudy o f  psycho l og i ca l  tra i ts o f  mus i c i ans were 
based l a rgely upon b i ograph i es and obs ervati ons . ( Thayer , 19 7 2 )  I n  some stu­
d i es , a s  s ugges ted a l ready , psychoana lys i s  has  been empl oyed in  an  attempt to 
expl a i n  a rt i s ts .  On ly  i n  a re l a t i ve ly  sma l l  n umber of i nves t i gati ons have 
s tandard i zed measuri ng i ns truments been used to compare mus i cal  apti tude and/or 
ach i evement  w i th persona l i ty trai ts . 
Severa l pos s i b l e  exp l ana t i ons  for the ambi gu i ty rega rdi ng data on the re l a­
t i ons h i p of ta l ent  and persona l i ty can be offered . B i og raph i ca l  accounts i n  
wh i ch h i s tori ca l  narrat i ve ,  i n tros pect i on , and retrospecti on a re emp l oyed 
neces s ari l y  res u l t  i n  s ubjecti ve conc l us i ons , regard l es s  of whether the goa l 
i s  an ana lys i s  of mus i ca l  a bi l i ty or pers ona l i ty .  A n umber of s tud ies  dea l t  
w i th popu l at i ons that were homogeneous wi th res pect to mus i ca l  tra i n i ng or 
mus i ca l  i ntere s t .  ( Ba rth , 196 1 ;  Gardner ,  1955 ; Coo l ey ,  1 96 1 ) Some i nves t i ­
gat i ons were concerned w i th abnorma l persona l i ty on ly , a n d  the nature o f  the 
dev i at i ons from the norm were freq uent ly  poorly  defi ned . 
Bas i c  to an  unders tandi ng of pos s i b l e  rel a t i onsh i ps between mus i ca l  ta l en t  
a n d  persona l i ty tra i ts a re adequate and  obj ecti ve defi n i t i ons , va l i d  cri teri on 
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meas ures , and good exper imenta l des i gn .  One s tudy that achi eved these cri ter i a  
i s  t ha t  of Sch l euter ( 19 7 1 ) .  U s i ng fa ctor ana lys i s ,  Sch l euter i n vesti gated the 
re l a t i ons h i p between s pec i fi c persona l i ty d imens i ons and measures of mus i ca l  
ach i evement and apti tude . No sys temati c re l at i ons h i p was  found . Thayer 
( 19 7 2 ) cond ucted a s i mi l a r i n ves t i gati on and , l i kewi se , fo und no sys temat i c 
re l a t i onsh i p between the two va ri ab l es .  
An ear l i er study by Gardner ( 19 55 ) , a l though not nearly  so  ri gorous , s uggests 
that certa i n  persona l i ty tra i ts are i mportant for mus i ci ans h i p .  U s i ng a group 
of mus i ca l l y s e l ect h i gh school  s tudents from the mi dwes tern Un i ted States , 
Gardner found that contrary to pop u l a r  opi n i on and l i terature rega rdi ng the 
nature of the mus i c i a n ,  the young ama teur mus i c i an i s  an acti ve , h i gh l y i ntel ­
l i gent i nd i v i dua l wi th a wi de range of i n teres ts , ab i l i t i es ,  and act i vi ti es 
both i n  and out of mus i c .  The mus i ci ans  were found to be l eaders among the i r 
c l as smates , above a verage i n  a cademi c ach i evement ,  and to come from above 
a verage homes . As i nd i v i dua l s ,  the mus i c i a ns were found to be a l i ttl e l es s  
objecti ve and somewhat  l es s  adept i n  thei r persona l re l at i on s h i ps t han  other 
s tudents . 
The ma l es were found to be l es s  acti ve , l es s  emo t i ona l l y  s tab l e ,  and l es s  ma s­
cu l i ne i n  thei r i n teres ts , wh i l e  the fema l e  mus i c i ans  were found to be l es s  
res tra i ned a n d  l es s  fri end ly . 
I NTROVERS I ON/EXTROV ERS I ON 
The  Br i t i s h  psychol ogi s t  H .  J .  Eysenck has  conducted notab l e  persona l i ty re­
s earch us i ng the factor a na ly t i c tech n i q u e ,  and i s  perhaps bes t  known for h i s  
efforts i n  the a rea of i ntrovers i on/extrovers i on .  Eysenck has  cons i s tently  
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foun d ,  i n  ana lyz i ng persona l i ty data by factor ana lys i s ,  two re l a ti vely s ta b l e  
d i mens i ons : 1 )  i n trovers i on/extrovers i on - a b i po l a r  concep t ,  and 2 )  emo­
t i ona l i ty .  Eysenck regards these d imens i ons as non- primary .  He sees i mpu l ­
s i venes s ,  s oc i abi l i ty o r  ac i t i v i ty a s  pr imary ,  wi th i n trovers i on/extrovers i on 
a s  secondary fac tors based upon the obs erved correl ati ons  between di fferent 
pri ma ry fac tors . There are , moreover ,  four l eve l s  of des cri pti on from wh i ch 
Eysenck  draws h i s  factors . At the l owes t l evel , one s i mp ly  descri bes s pec i fi c  
res ponses s uch as  " goes to a party on Fri day . "  I f  s uch s peci f i c responses oc­
cur wi th s ome regu l ar i ty ,  the l evel  of habi tua l response i s  reached - " goes 
to a party once or tw i ce a week . "  I f  th i s  soci ab l e hab i t can be s hown to be 
rel ated to other soci ab l e  hab i ts - l i kes  to ta l k  to peopl e ,  has many fri ends , 
does not l i ke so l i tude - then one reaches the tra i t l evel  and i t  now becomes 
pos s i b l e  to ta l k  about a tra i t of soc i abi l i ty. I f  we obs erve that peop l e  who 
are s oc i ab l e are a l so i mpul s i ve ,  acti ve , l i ve l y , and exci tab l e ,  then we may 
pos tul ate a des cr i pti ve concept of extrovers i on .  
Mcdouga l l  ( 1929 ) , i n  s uggesti ng the exi s tence of a b i ol og i ca l  bas i s  for i ntro­
vers i on and extrovers i on contends that the marked i ntrovert i s  one i n  whom 
h i gh l eve l s  of acti vi ty i n  the cerebral cortex exert i nh i b i ti on on a l l l ower 
nervous funct i ons . " We a re mos t fami l i ar  w i th th i s i nh i b i tory i nfl uence of 
cort i ca l  acti vi ty i n  the case of the s p i na l  refl exes . We k now that  cort i ca l  
act i v i ty depres s es or i nh i b i ts the s p i na l  ref lexes , and  that destruct ion , i m­
partment ,  or  a rres t  of  corti ca l functi ons rel eases the cord from th i s i nh i b­
i tory i nf l  uence ( 1929 , p .  20 3 ) . "  The  i n trovert , then , i s  one on whom the 
l ower l evel s of the nervous sys tem a re con s tant ly  s ubj ect to a h i g h  degree of 
i nh i b i ti on by the h i gher cort i ca l  acti v i t i es . Of these l ower i nh i bi ted func­
t i ons , the mos t  i mportant  a re the affect i ve or  emot i ona l -conat i ve functi ons 
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of the tha l ami c reg i ons . 
The i ntrovert , by rea son of the domi nant acti v i ty of the cortex and i ts con­
sequent  i nh i b i tory effect on emoti ona l expres s i o n ,  i s  an i nd i v i dua l i n  whom 
thought a ppears to fl our i s h  at  the expense of emoti on . I t  i s  not that the 
i ntrovert i s  i ncapab l e of emoti on or  s trong affec t ,  but ra ther that the af­
fects do not readi ly fi nd outward expres s i on ;  they are absorbed i n  and d i s ­
gu i sed by the s uperven i en t  cort i ca l  act i v i ti es a n d  the consequent arous a l  of 
confl i ct i ng tendenc i es . The i ntrovert seems rel a ti vely col d and express i on­
l es s ; he  or s he cannot eas i l y l et thems e l ves g o ;  emoti onal  expres s i ons , both 
verba l and gestura l , a re very modera te and res tra i ned , even when s trong ly  moved . 
The i ntrovert tends to be over se l f- consc i ous and  i n tros pec t i v e ;  and , th i s  adds 
to h i s  or her  genera l  i nh i b i tednes s .  Addi t i ona l  resea rch ( Eysenck , 1967 ) has 
s hown that i n troverts , a l though character i s ti ca l l y  h i gher i n  corti cal  arousal  
than extroverts , neverthe l es s  have l ower sensory thres ho l ds than  extroverts . 
The extrovert , by contra s t ,  i s  an  i nd i v i dual w i th a characteri st i ca l ly  l ower 
l evel  of corti ca l  arousa l  and h i gher sensory thres ho l ds for s t i mu l ati on . The 
extrovert does not , as a ru l e ,  demons trate the same deg ree of i n h i b i t i on of a l l 
emoti onal  expres s i on s  that the i ntrovert does . Emoti onal  conat i ve exci tement 
fi nds outward express i on i n  the extrovert , ra ther than be i ng l arge l y  d i s s i pated 
i n  corti ca l  acti v i ty .  
I n  v i ew o f  these cons i dera t i ons , what re l at i ons h i p mi g ht  one expect to fi nd 
between persona l i ty and mus i ca l  ta l ent w i th res pect to i ntrovers i on/extrover­
s i on ?  Ta k i ng the Eysenck i an model  as a l aunch i ng poi nt , one m i ght  expect to 
f i n d  ta l ented mus i c i ans  demons trab ly  h i g her i n  extrovers i on than i ntrovers i on 
when c ompared to a g roup of  i nd i v i dua l s  w i th  l i tt l e  or  no mus i ca l  ab i l i ty .  
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The extrovert , i t  wi l l  be reca l l ed ,  is  emoti ona l l y  a more demonstrati ve i n­
d i v i dua l  than the i ntrovert . Few wou l d  attempt to argue that performi ng ar­
t i s ts are non- emoti ve , non- expres s i ve i ndi vi dua l s .  
On the other hand , one mi ght  expect to fi nd i n troverts i n  l a rge n umbers among 
the ta l ented mus i c i a ns , s i nce i n troverts are notab ly  more sens i ti ve to s t i mu l i 
than extroverts , and hence more l i ke ly  to be percei ved as " s ens i t i ve" i ndi v i d­
ua l s  - an  i dea consonant w i th the s tereotyped v i ew of the mus i c i a n .  I t  shoul d 
be noted , however ,  that " s ens i t i ve , "  for the purpose of thi s research , can be 
better expres sed by the term percepti ve .  " Sens i t i v i ty"  s ha l l be unders tood 
to mean emoti onal  l ab i l i ty - a characteri s t i c  consonant w i th Eys enck ' s  v i ew 
of  the extrovert . 
Smi th ( 1968 ) found that i ntroverts have s i gn i f i cant ly  l ower a ud i tory th res ho l ds 
than extroverts . Th i s  fi nd i ng ,  i n  add i t i on to s ugges t i ng phys i o l og i ca l  d i f­
ferences i n  the nervous sys tems of i ntroverts and  extroverts , a l so s uggests 
tha t the i ntrovers i on/extrovers i on d i mens i on may be an  i mportant coro l l ary or 
component of mus i ca l  ab i l i ty .  
Addi t i ona l  data ( Bakan , 1959 ) s eems to put the ta l ented mus i c i an i n  the extro­
vert camp . I n  a s tudy dea l i ng w i th the effect of a secondary s i gna l  detecti on 
tas k  on performance i n  a pri mary s i gna l  detecti on tas k  i n  an  aud i tory v i g i ­
l ance tas k ,  i t  was found tha t the addi t i on o f  a second seconda ry tas k ,  wh i ch 
g rea t l y  i ncreased the n umber of  s i gna l s  to be res ponded to ,  res u l ted i n  i m­
proved s i gna l  detect ion  performance i n  the pri mary tas k  and that extroverts , 
who do not do as we l l  w i th the primary tas k a l one a s  do i ntroverts , s howed 
g reater i mp ro vement  than the i ntroverts w i th the add i t i on of the secondary 
tas k .  
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I t  appears that  extroverts are more l i kely to l i s ten when there are more s i g­
na l s  to l i s ten for ,  whereas the l i steni ng behav i or of i ntroverts i s  l ess  i n­
fl uenced by freq uency , a t  l ea st  i n  the ea rly part of the v i g i l ance tas k .  The 
data further s uggests that the h i gher s i gna l  rate ma i nta i ns the l evel of per­
formance of the i n troverts for a l onger t ime and reduces the i r tendency to 
s how a dec rement .  
I t  becomes poss i b l e ,  then , t o  concei ve o f  the performi ng mus i c i a n ' s  ta s k  a s  
very much s i mi l a r to  t he  s i gna l - detecti on ta s k  descri bed above , a l though the 
mus i ca l  ta s k  i s  far more comp l ex .  Such cons i derat i ons as  tone , t i mbre , p i tch , 
ba l a nce , ten s i o n ,  phras i ng ,  rhythm , and many others go i nto ma k i ng up the 
mu l t i - di mens i ona l  s t i mu l us a rray . G i ven the enormous comp l exi ty of the s t i m­
u l us even t ,  there i s  nonethe l ess  a sense i n  whi ch the mus i ca l  performa nce may 
be cons i dered an  aggregat i on of d i s crete s t i mu l i .  I n  keep i ng wi th the s i g na l ­
detect i on ana l ogy , i t  i s  i mportant  to note the freq uency rate of the s t i mu l us 
presenta t i on .  When the performi ng mus i ci a n  i s  engaged i n  the mus i ca l  tas k ,  
h e  o r  s he  encounters a l l of the prev i ous ly  ment i oned s t i mu l us moda l i ti es ,  and 
ma ny others , a t  a freq uency rate that i s  a s tound i ng .  A sensory s i tuati on s uch 
a s  th i s  wo u l d ,  i n  v i ew of Bakan ' s  s tudy ( 1959 ) ,  s eem to appea l to the extrovert . 
An art i s t  cons tant ly  communi ca tes w i th  h i s or  her growi ng work of art . As the 
work g rows , i ts communi cati ve power i nbues the a rt i s t  a s  much a s  the arti s t  
g i ves t o  t h e  work . Beethoven ( Reves z ,  1954 ) a ttes ted i n  h i s  notebooks how 
s peci fi c a l ly  trans formed he  was by the mus i c  he wrote - each symphony creat­
i ng a s pec i a l  worl d w i th i n  h i m  even a s  he was creat i ng  i t .  Th i s  symbi oti c 
rel a t i ons h i p between the arti s t  and  the art , th i s  oftenti mes i nexpl i cab l e 
f l oweri ng that takes p l ace a s  an  arti s t  creates a sensory array , a ttends to 
i t  w i th uncompromi s i ng v i g i l ance , and i n  turn i s  trans formed and i mbued emo-
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t i ona l ly  by the s t i mu l us array of h i s  or  her crea ti on s uch that he or she  
then  externa l i zes the  emoti onal  experi ence by re i n ves t i ng i t  i n  the  perfor­
mance i s ,  i n  the v i ew of th i s  wri ter , the es sence of  mus i ca l  ta l en t .  
HYPOTHE S I S  
I n  v i ew of  the precedi ng cons i derat i ons , and the wi dely noted obs ervati ons 
that arti s ts d i ffer from non- art i s ts , wi th respect to pa rameters other than 
ta l en t ,  the fo l l owi ng thes i s  i s  presented : ta l ented mus i c i ans  d i ffer from 
non- mus i c i ans  wi th res pect to personal i ty .  One persona l i ty d imens i on on 
wh i ch mus i ca l ly  ta l ented and unta l ented i nd i v i d ua l s  may be d i fferenti ated 
i s  i ntrovers i on/extrovers i on .  
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METHOD 
1 .  Subj ects 
A total of 60 s ubj ects , 32 ma l es and 28 fema l es ,  part i c i pated i n  the 
s tudy . S ubjects were a s s i gned to one of th ree groups ( 20 each ) based upon 
the fo l l owi ng cri teri a :  
1 .  Low Ta l ent  Group - The  l ow ta l ent  g roup was composed of i nd i v i dua l s  who 
have v i rtua l ly no mus i ca l  ab i l i ty .  These are the " can ' t  carry a tune i n  a 
bucket"  type of i nd i v i dua l . Low ta l ent i ndi v i dua l s  are pers ons who , at some 
po i nt ,  rece i ved mus i ca l  trai n i ng ,  but  were unab l e  to benefi t s ubstanti a l ly 
from the tra i n i ng .  L ow ta l ent i nd i v i d ua l s  have a normal l i k i ng for mus i c ,  
but  a re unab l e to express  thems e l ves mus i ca l ly .  I f  a s ked , " Do you have any 
mus i ca l  ab i l i ty ? , "  the l ow ta l ent  woul d conv i nc i ng ly  answer , " No . " A l i s t  
of cr i ter i on quest i ons t o  determi ne i nc l us i on i n  the l ow ta l ent g roup i s  pre­
sented i n  Appendi x 1 .  
2 .  P re-profe s s i onal  Group - The pre- profess i onal  g roup  was composed of 
mus i c  maj ors se l ected from uni vers i ty mus i c  depa rtments . The s tudents were 
se l ec ted by the i r professors as  repres enti ng the mos t ta l ented i ndi v i dua l s  
engaged i n  s tudy - those s tudents for whom s ucces s a s  a performi ng arti s t  
seemed a s s ured . 
3 .  H igh T a l ent  Group - The  h i gh ta l ent g roup was composed of i nd i v i dua l s  
who had  been , or who a re ,  currently  engaged i n  i n ternat i ona l careers a s  
performi ng mus i c i a ns , who  a re pri nc i pa l  p l ayers , f i rst  cha i rs , i n  symphony 
orches tras , or  who a re facu l ty members i n  u n i vers i ty mus i c  depa rtments . I n  
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the l a tter i ns tance , expert opi n i on ,  consens us among department members re­
gardi ng the presence of mus i ca l  ta l en t ,  was s Ubst i tuted for a ca reer as a 
performi ng arti s t .  
The three g roups were chosen i n  th i s  manner so  tha t :  1 )  the persona l i ty 
s tructures of the h i g h l y  ta l en ted and the non- ta l ented i nd i v i dua l s  mi ght  be 
max i ma l ly d i fferent i ated , and 2 )  the persona l i ty s tructures of the ta l ented 
mus i c i a ns mi g ht  be di fferenti ated from the ta l ented mus i c i ans  who chose to 
pursue a career as  a performi ng a rt i s t .  T h i s  d i s t i nct ion  acknowl edges fac­
tors , i n  add i ti on to ta l en t ,  wh i ch contri bute to a s uccessfu l  career as  a 
performi ng arti s t .  
2 .  MATERIALS 
Form C of the 16PF was empl oyed to as sess  the s ubject ' s  persona l i ty s truc­
ture . Th i s  vari ant  of the persona l i ty profi l e  was used because i t  was fel t 
that a l ternat i ve forms , req u i ri ng l onger a dmi n i s tra t i on t i mes , wou l d  seri ous ly  
decrease s ubj ects ' w i l l i ngness  to parti c i pate . 
3 .  PROCEDURE 
Parti c i pants i n  th i s  s tudy were recrui ted i n  the fol l owi ng manner : for the 
H i gh Ta l ent  G rou p ,  names of mus i c i ans  were se l ected from Who ' s  Who i n  
Ameri ca .  A l etter was sent  to the prospecti ve respondant  expl a i ni ng the pur­
pose of the research and  request i ng h i s or her parti c i pat i on . Letters were 
s i mi l ar ly  sent  to pri nc i pal  ( fi rs t  cha i r )  orches tra l members request i ng 
thei r parti c i pat i on . U n i vers i ty facu l ty members were recru i ted v i a  req uests 
made through the c ha i rmen of the res pect i ve mus i c  depa rtments . 
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Subj ects i n  t he  pre- profes s i onal  group were se l ected by un i vers i ty facu l ty 
a s  meet i ng the prev i ous ly  menti oned cri teri on . They were contacted by l et­
ter to determi ne the i r w i l l i ngness  to part i c i pate . 
Subj ects i n  the l ow ta l ent  group  were recrui ted v i a  ads run i n  campus news­
papers and by req ues ts made for vol unteers i n  undergraduate psychol ogy 
courses . P ropect i ve s ubj ects were s i mi l ar ly  con tacted to exp l a i n  the purpose 
of the research and to confi rm the i r  wi l l i ngnes s to part i c i pate . 
Each s ubj ect knew beforehand the purpose of the experiment and i n  wh i ch of 
the three g roups he or  she wou l d be parti c i pat i ng . No decepti on was i n­
vo l ved . Each s ubject was mai l ed a tes t packet conta i n i ng the 16PF for C i n­
s truct i ons  for fi l l i ng out  the quest i onna i re ,  and a pre- addres sed , s tamped 
enve l ope for return i ng the comp l e ted materi a l s .  S i nce the na ture of the 
i n formati on reques ted on the 16PF mi g ht  conce i vably  have been rel evatory of 
sens i ti ve persona l areas , each respondant ' s  anonymi ty was assured . The s ub­
j ects were not req u i red to i denti fy themse l ves w i th thei r answers . The pac­
kets , returned by ma i l ,  were pre- coded to determi ne i nto wh i ch of the three 
groups the res pondant bel onged . 
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RESULTS 
Factor Ana lys i s  
I nd i v i dua l s ten s cores for genera l popu l a ti on - fema l es ,  16PF form C ,  and 
genera l popu l ati on - ma l es ,  16PF form C were used fo r 32 ma l es and 28 fe­
ma l es to ana lyze second order factor s cores v i a  Cattel l ,  Eber , and Tats uoka 
( 19 70 ) .  Ana lys i s  y i e l ded fi ve fa ctors wh i ch were i nterpreted as : 1 )  Anx i ­
ety ,  2 )  I ndependence , 3 )  Exv i a ,  4 )  Perseverance , a n d  5 )  an  Analyti ­
ca l /C rea t i ve component .  A s ub stant i a l  factor l oad i ng for perseverance was 
found for ta l en t .  T h e  fi ve factors a n d  the i r const i tuent parameters are 
presented i n  Tab l e  1 .  
Analys i s  o f  Vari ance 
A two way ana lys i s  of va ri ance was performed on a 2 x 3 des i gn :  sex by 
l e ve l s  of mus i ca l  ta l en t :  1 .  Low ,  2 .  P re- profes s i ona l , and 3 .  H i g h . 
The ANOVA was s i gn i fi cant for consci enti ousness  F ( 2 , 54 ) =6 . 05 ,  PL . 05 ,  and 
for age F ( 2 , 54 )  5 . 66 ,  P • .  05 .  A ·l though not s i g n i fi cant  at  the . 05 l evel , 
the ANOVA revea l ed pos i t i ve l i nea r rel a t i onsh i ps acros s  g roups for the fo l ­
l owi ng factors : contro l l ed - fol l ows se l f- i mage , se l f- s uff i c i ency , i mag i na­
ti venes s ,  sens i ti ve ,  g u i l t  proneness , s uper ego- pers i s tence , and i mpres s i on 
management  (moti vat i on d i s torti on ) .  
Pearson P roduct Moment Corre l at i on 
A Pearson P roduct Momen t  Corre l a t i on was performed on the fi rs t order s ten 
scores of the 16PF  form C ,  and  on  second order fa ctors Exv i a ,  Anxi ety , I n­
dependence , Corterti a ,  Age ,  Sex , and the Cr i teri on Factor  for Creat i v i ty to 
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assess  the tota l s tructura l  confi gura t i on of  s i gn i f i cant  correl ati ons . Si g­
n i f i cant  re l a t i ons are presented i n  Tabl e 2 .  
Factor 1 
Anx i etL 
Impress i on Management - 0 . 64087 
S i z i a/Affect i a - 0 . 109 33 
I ntel l i gence - 0 . 32 749 
Ego Strength -0 . 7 3443 
Domi nance/S ubmi s s i on 0 . 29833 
Desurgency/Surgency 0 . 09681 
Super Ego S trength - 0 . 09 1 38 
Threct i a/Parmi a - 0 . 0 7 166 
Harri a/Prems i a  0 . 23735  
A l axi a/Protens i on 0 . 4 7 200 
Praxern i a/Aut i a 0 . 00200 
Shrewdness 0 . 32535 
Gu i l t  P roneness 0 . 7 7448 
Radi cal i sm 0 . 080 1 4  
Sel f- Suffi c i ency 0 . 06620 
Sel f- Sent i ment - 0 . 50585 
Erg i c  Tens i on 0 . 80561  
Age - 0 . 0 1985 
Sex 0 . 27451  
Ta l ent 0 . 08 126 
Extrovers i on 0 . 02439 
Anxi ety 0 . 9 7 153  
I n dependence 0 . 1 1 50 1 
Corterti a 0 . 10247 
C reati  v i  ty - 0 . 0005 1  
TABLE l .  
TABULAR RESULTS OF FACTOR ANAL Y S I S  
Fa ctor 2 Factor 3 
I nde[!endence Extro vers i on 
- 0 . 1059 7 0 . 03437 
- 0 . 26728 0 . 18500 
- 0 . 02057 - 0 . 05053 
- 0 . 2 3030 - 0 . 02384 
0 . 30994 0 . 54255 
0 . 02950 0 . 82 1 18 
- 0 . 1 1630 - 0 . 04612  
- 0 . 03470 - 0 . 7 7 7 19 
0 . 5664 1 - 0 . 07525 
0 . 14975  0 . 20183 
0 . 56282 - 0 . 29793 
- 0 . 18276 - 0 . 2 1 349 
0 . 0 1081 - 0 . 16643 
0 . 70029 0 . 10 159 
0 . 7 1 370 - 0 . 18181  
- 0 . 26952 - 0 . 058 1 7  
- 0 . 1 2422 0 . 28041  
0 . 25598 - 0 . 14 109 
0 . 2 2874 0 . 09674 
0 . 12283 0 . 00775  
- 0 . 20445 0 . 87949 
0 . 0 1945 0 . 05260 
0 . 82328 0 . 30422 
- 0 . 04968 0 . 69053 
0 . 74 120 - 0 . 16559 
Factor 4 
Perseverance 
0 . 2 1806 
- 0 . 02379 
- 0 . 22044 
0 . 033 1 5  
- 0 . 15522 
-0 . 14031  
0 . 58944 
0 . 08883 
0 . 068 1 7  
0 . 00670 
0 . 1 7 140 
0 . 09669 
0 . 09 189 
0 . 0 1 508 
0 . 08239 
0 . 39 731  
0 . 09 1 54 
0 . 6 1205 
0 . 04082 
0 . 68626 
- 0 . 02008 
0 . 0 1468 
- 0 . 09 7 19 
- 0 . 14 163  
0 . 0249 7 
Factor 5 
C reati vi t� 
- 0 . 06460 
- 0 . 78312 
0 . 286 3 1  
0 . 09867 
0 . 089 1 7  
-0 . 18859 
-0 . 12396 
- 0 . 02980 
0 . 10969 
- 0 . 1 76 12  
- 0 . 12865 
-0 . 03659 
0 . 14579 
0 . 04353 
0 . 28298 
- 0 . 0 7380 
0 . 04922 
-0 . 04 1 47 
0 . 0472 1 
0 . 18568 
-0 . 34 580 
0 . 02748 
0 . 0 1864 
0 . 30700 




Conci enti ous , 
Perseveri ng 
Ta l en t  . 37 
P . 002 
TABL E 2 .  
CORRELAT I ONS BETWEEN TALENT AND THE 16PF  
PEARSON PRODUCT MOMENT CORRELAT ION 
Q 2  Q3  
Sel f- s uffi c i en t ,  Contro l l ed ,  
Resourceful D i s c i p l i ned 
. 26 . 26 
P . 002 P . 024 
AGE 
. 46 
P . 000 
CREAT I V ITY 
. 2 1  




D I SCUSS ION 
The hypothes i zed re l a t i ons h i p  between tal ent and extrovers i on was not sup­
ported . The hypothes i zed rel ati ons h i p between ta l ent  and persona l i ty was 
parti a l ly s upported . Anci l l ary f i ndi ngs s upport the ta l ent/persona l i ty 
pos i ti on .  
The persona l i ty profi l es o f  the ta l en ted mus i c i an ,  the pre- profes s i onal  mus i ­
c i an ,  and the non- ta l ented can b e  d i fferen ti ated , but the d i fferences , wi th 
two except i ons , do not reach s tat i s t i ca l  s i gn i fi cance ( F i gure 1 . ) .  The 
fi rs t parameter that y i e l ded s i gn i fi cance was consc i enti ousnes s .  The pos i ­
ti ve l i near re l a t i onsh i p  between mus i ca l  ta l en t  and consc i enti ous nes s i n­
d i ca tes that mus i ca l  accompl i s hment i s  a parti a l  functi on of a des i re to per­
form .  That  un i vers i ty mus i c  maj ors may b e  d i fferenti ated from profes s i ona l  
performi ng mus i c i ans  s uggests a quant i tat i ve , not qual i tat i ve d i fference . 
The  competi ti ve demands of  pro fes s i ona l  mus i c i an sh i p probably neces s i ta tes 
grea ter commi tment  on the part of a mus i c i a n .  
The second pa rameter that obta i ned s i gn i fi cance was age . A pos i ti ve l i nea r 
re l a ti onsh i p  across g roups i nd i cates that the l onger one ' s  experi ence as a 
performi ng mus i ci a n ,  the g reater one ' s  prof i c i ency at  performa nce . I n  th i s 
part i cu l a r  i ns tance , however,  the rel a t i ons h i p between ta l en t  and age may be 
more a pparent than rea l . The pre- profess i ona l  group was composed enti re ly  
o f  un i vers i ty s tudents rang i ng i n  a ge  from 20- 2 8 .  T he  h i gh tal ent or  pro­
fess i onal  g roup ranged i n  age f rom 26- 6 5 .  There coul d conce i vab ly  b e  mem­
bers i n  the un i vers i ty g roup as ta l ented , or more ta l ented , than the i r o l der 
profess i onal  counterparts . 
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Catte l l ( 19 70 )  prov i des a profi l e  of 23  mus i ca l  performers and 31 mus i c i ans  
who  s ubsequent ly  became mus i c  therapi s ts . As Shati n ,  et  a l  ( 1968)  i ndi cates , 
the perfo rmers a re more s urgent ( F )  enthus i a s t i c ,  more protens i ve ( I )  sens i ­
t i ve , wi th greater auti a ( M )  i mag i nati venes s , and ra di ca l i sm ( Q ) . Th i s s ug­
gests a s trong s ubj ecti v i ty and a refus a l  to accommodate . There i s ,  addi ­
ti ona l l y ,  s e l f- d i s c i p l i ne and se l f- rel i ance i n  the h i g h  se l f- sent iment ( Q 3 ) '  
s uper ego ( G ) ,  and  se l f- s uffi c i ency ( Q2 ) '  
Legend : 
Low Ta l ent 
I I " " I 
Pre- profess i ona 1 
Hi gh Ta l ent  
Graph i c  Representati on of Persona l i ty Profi l es 
lOW SCORE 
D E S C R I P TION 
USllvro, DETACHED, CRITICAL, 
ALOOF, S T I F F  
(5110 .... ymlo) 
un IMTILLlUIIT, CONCRETE· 
THINKING 
(Lower .chololtlC mental copoclty) 
""rcYro aT 'ULIIIGS, EMOTIONAL· 
LY LESS STABLE, EASILY UPSET 
CHANGEA8LE (Lower ego strength) 
HUII8U, MILO, EASILY L EO, DOC I L E ,  
ACCDMMODA TlNG 
(Sobmlsslv4Ine,,) 
S08r1, TACITURN, SERIOUS 
(o.surgency) 
rx,rDlrNT, DISREGARDS RULES 
(W,04.., superego strength) 
SHY, TIMID, THREAT,SENSITIVE 
(T"rKtlo) 
TOUGH-lilNOrO, SE L F .RELIANT, 
R E A L I S T I C  
(Horrlo) 
TIUSTING, ACCEPTING CONDI TlONS 
(Alo.ldo) 




GENUINE BUT SOCIALLY 
CLUMSY (Artlessness) 
sn'·ASSURfD, PLACID, SECURE, 
COMPL ACENT, SERENE 
(U",roubl.d od�ocy) 
COMSIfIltVATlve. RESPECTING 
TRAOITIONAL I D E A S  
(COt1s..-votl,n'I of temperoment) 
G.our.or PrNorNT, A "JOINER" AND 
SOUND FOLLOWER 
(Croup adherence) 
UHDISCI'LIHrD S!L'.CDH'LICT, L A X ,  
FOLLOWS OWN U R G E S ,  CARE L E SS O F  
SOC I A L  RULES (Lo ..... In'89ro,lon) 
I!LAX ID, T RANQU I L .  
UNFRUSTRATED, COMPOSED 
(Lo ..... " 9Ic t,n,lon) 
A .... ef 1 
STANDARD T E N  SCORE (STEN) 
+Av.rog •• 
.,. ..... 1..1% •. 4% • .2,., 15.0% 1f.1% 1'.1% 15.0'" ,.2% 4 •• "" 
F i  g ure 1 .  
HIGH SCORE 
DESCRIPTION 
OUTGOING. WARMH E A R T E D, E ASY . 
GOING, PARTICIPA T l NG 
(Aflectothymlo) 
MORE INTEllleENT, ABS T R AC T . 
T H I N K I NG, BRIGHT 
(Higher scholostlc m..,tol copoclty) 
eMOTIONAllY STAILE. M A T U R E ,  
FACES REALI TY, CALM 
(Hi gher ego st,ength) 
ASSUTln, AGGRESSIVE, STUBBORN, 




CONSCIEN TIOUS, PERSISTENT, 
MORALISTIC,  STAID 
(Stronger superego strength) 
V E N T U R E SOME, UNINHIBITED, 
SOCIALLY BOLO 
(Pormlo) 
TENDER .... 'NOED. SENSITIVE, 
CLINGING, OVERPROT E C T E D  
(premslo) 





ASTUTE, POLISHED, SOC I A L LY 
AWARE 
(Sh,ewdness) 
APPREHIENSIVE, SELF.RE PROACHING, 
INSECURE, WORRY ING, TROUBLED 
(Guilt pronene ss) 
E X P E RIMENTING, L I B E RA L ,  FREE· 
THINKING 
(Rodlcollst't'l) 
SElF.SUFFICIENT, RESOURC E F UL, 
P R E F E R S OWN DECISIONS 
(Sel '. sufficiency) 
CONTROL L E D, E XACTINGWILL POWER, 
SOCiALL Y P R E C I S E ,  COMPULSIVE 
(High �trenglh of self.sentlment) 
TENS!. FRUSTRATED, DRIVEN, 
OVERWROUGHT 
(H.gh e'9'c tenslOl"l) 
10 " .Itt.,,,� 




The res u l ts of the present s tudy ,  i n  genera l , s upport Cattel l ' s ( 1970 ) fi nd­
i ngs . Pos i t i ve l i near  re l at i onsh i ps ( non- s i gn i f i cant  trends ) were found to 
be congruent wi th Cattel l ' s profi l e  for 1 3  of the 16 persona l i ty factors 
s tudi ed . The th ree fa ctors not i n  agreement  wi th Cattel l ' s were : 1 )  en­
thus i as ti c ,  2 )  s u sp i c i ous , and 3) radi ca l i sm .  In each i ns tance , a cur­
v i l i near re l a t i onsh i p  was obs erved . Th i s  vari ati on i s  perhaps attri butab l e  
to a d i fferent i a l  effect for age , operati ve i n  both the l ow and h i g h  ta l ent 
groups . Both the l ow and h i g h tal ent g roups were more heterogeneous wi th 
res pect to age than the pre- profess i ona l  group . 
Anci l l ary data ( Tab l e  1 . ) provi ded fi ve factors wh i ch were shown to be s i g ­
n i f i ca nt ly  re l ated to mus i ca l  ta l en t .  Two of thes e ,  age and consc i enti ous/ 
pers everi ng have been d i scus sed . Sel f- s uffi c i ency/Resourceful and D i s c i ­
p l i ned/ fo l l ow i ng Sel f- i mage , both i ndi cate a se l f- determi n i ng i nner di rected 
i ndi v i dual . The extent to wh i ch these factors can be used to di fferenti ate 
between the l ow ta l en t ,  pre- profes s i ona l , and h i gh ta l en t  group d i d  not 
reach s i gn i f i cance , however .  
C reati v i ty ,  a l though a component o f  mus i ca l  ta l en t ,  i s  c l ear ly  not , a s  has  
been d i s cussed  ( Ch i l d ,  1969 ) , i denti ca l  to ta l ent . Th i s  f i ndi ng s uggests 
that there a re factors s peci fi c to s uccess  w i th i n  the mus i ca l  i d i om ,  and 
not a general creat i ve or  arti s t i c  factor  res pons i b l e  for a l l art i s t i c ac­
comp l i s hment .  
Factor ana lys i s  y i e l ded second o rder d i mens i ons : 1 )  Anx i ety ,  2) I nde­
pendence , 3) Exv i a ,  4 )  Perseverance , and 5 )  a factor for Ana lyt i ca l /  
C reat i venes s . Perseverance was found to l oad  s ub s tant i a l l y  on ta l en t .  The 
5 1  
other fa ctor l oad i ngs were not o f  a s Ubstanti a l  na ture . The emergence of 
perseverance as  an  i mportant  corre l ary of mus i ca l  ta l ent s ugges ts that s uc­
cess as a performi ng mus i c i a n i s  dependent upon recogn i t i on as  a performer , 
and recogn i t i on i s  a parti a l  functi on of one ' s  wi l l i ngness to perform unti l 
recog n i ti on i s  ach i eved . Concei vab l y ,  the greates t potent i a l  ta l ent  coul d 
go unnoti ced both by the i r possessor  and by others , i f  pers i s tent expres s i on 
of the ab i l i ty were not made . 
I n  v i ew of these cons i derati ons , the fo l l owi ng profi l e  of the ta l en ted mus i ­
c i a n emerges ,  F i gure 1 .  
He o r  she  i s  a person somewhat detached and cri t i ca l , a person l es s  outgoi ng 
than mos t .  The ta l ented mus i c i an i s  a person of better than average i ntel l i ­
gence ; he or s he  i s  ab l e  to th i n k  abstract ly . The  tal ented mus i c i a n  i s  emo­
t i ona l ly s tab l e ,  faces rea l i ty ca l mly , and i s  not at the mercy of h i s  or her 
fee l i ng s . He or s he i s  more compet i t i ve and a s serti ve than mos t  peop l e .  
The mus i c i an i s  more sober and taci turn than mos t peop l e .  He o r  s he i s  ven­
turesome , yet sens i ti ve ;  s e l f-opi n i onated and i mag i na t i ve .  The ta l ented 
mus i c i an i s  moderate ly  as tute and gen u i ne .  H e  or  s h e  i s  more i nsecure and 
a pprehens i ve than mos t .  The mus i c i a n  i s  free th i n k i ng - l i kes to experi ­
ment .  He o r  s h e  i s  not a " j o i ner , "  but prefers t o  rely upon h i s  o r  her own 
res ources and dec i s i ons . The ta l ented mus i c i a n  i s  d i s c i p l i ned and evi dences 
greater w i l l power than mos t  peop l e .  F i na l ly , the tal ented mus i c i an i s  s ome­
what more tense  and dri ven than mos t  peop l e .  He o r  s h e  ma i nta i ns a h i gher 
l evel  of frustrat i on , and  i s  l es s  rel axed than most peop l e  i n  the general 
popu l at i on .  
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Th i s  s tudy made two s peci fi c pred i ct i ons : 1 )  that extroverts , i nd i v i dua l s  
demons trat i ng factor e l evat i ons on Catte l l ' s factor Exvi a ,  wou l d  be more 
l i ke ly  to be found among the ta l ented than the l ow ta l ent group , and 2 )  
that mus i ca l l y  ta l ented i nd i vi dua l s  cou l d be d i fferenti ated from untal ented 
i nd i v i dua l s  w i th respect to persona l i ty .  I n  the former ca s e ,  no s upport was 
found ; i n  the l a tter ,  parti a l  s upport was foun d .  
That t h e  ta l ented mus i c i a n  tends t o  b e  i ntroverted rather than extroverted 
c l ar i fi es a conceptua l i s s ue and a s s umpti on made i n  the research proposa l . 
I t  was ori g i na l ly a s s umed that when performi ng , the mus i c i an ' s  i nvol vement 
wi th the mus i c  and i ns trument provi ded an  external mode of expres s i on ,  a 
commun i cat i on of so rts , w i th an audi ence tan tamount to i nter- persona l i n­
terac ti on . The  da ta s uggests that th i s  i s  not the cas e .  I t  a ppears that 
i nvol vement w i th a mus i ca l  i ns trument i s ,  neverthel ess , i n vol vement w i th a 
th i ng and i deas , and as s uch i s  no s ubst i tute for i nter- persona l i n terac­
t i on .  �letaphors as i de ,  the l i v i ng ,  trans formi ng qua l i ti es of a mus i ca l  per­
formance a re no s ubst i tute for face to fa ce h uma n i nteract i on .  
F i na l l y ,  regard i ng the d i fferent i at i on of ta l ented and unta l ented i nd i v i dua l s ,  
wi th respect to persona l i ty ,  cons i dera b l e ca uti on i s  neces sary .  There are 
few parameters on wh i ch mus i ca l ly ta l ented and non- tal ented i nd i v i dua l s  a re 
d i ametri ca l ly oppos ed . I ns tead , i t  a ppea rs that non- ta l ented and mus i ca l ly 
ta l ented i ndi v i d ua l s  s hare numerous persona l i ty characteri s t i cs . The d i f­
ferences that do ex i s t ,  h owever,  a ppear to be ones of degree rather than 
k i nd .  Addi t i ona l data a n d  the establ i s hmen t o f  persona l i ty norms for tal en ted 
mus i ci ans  may he l p to c l a ri fy the s i gn i fi cance of these s l i ght  d i fferences , 
and  pro v i de a n  aux i l i a ry means  of i denti fy i ng the ta l en ted mus i c i a n .  
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APPEND I X  1 
Ques t i ons used for the s e l ecti on of parti c i pants i n  the l ow ta l ent  group : 
1 .  Wou l d  you des cri be yourse l f as a person posses s i ng mus i c  ab i l i ty? 
2 .  D o  you d i s l i ke mus i c ?  
3 .  Wou l d  you desc r i be yourse l f a s  someone who " can ' t  carry a tune i n  a 
b uc ket? " 
4 .  How d o  you  k now you have n o  mus i ca l  ab i l i ty?  
In  order for  prospect i ve s ubj ects to  be i nc l uded i n  the  l ow ta l en t  group , 
a l l quest i ons had to be answered i n  the fol l owi ng manner :  Quest i ons  1 .  
a n d  2 .  req u i red an  answer No , Ques ti on 3 .  requ i red an  answer o f  Yes , Ques­
ti on 4.  req u i red an  answer on the order of " �ihen I was a ch i l d  I took mus i c  
l es s i ons for a yea r .  I t  was a was te o f  t ime .  I d i dn ' t  get anywhere wi th 
i t . "  
An answer 1 i k e ,  " I  don ' t  know i f  I have any mus i ca 1 ab i l i ty ;  I ' ve never 
tri ed to p l ay an  i n s trumen t , "  d i squa l i fi ed the pros pecti ve s ubject from 
i nc l us i on i n  the l ow ta l en t  group . 
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